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Béla Tarr Regis Dialogue with Howard Feinstein, 2007 

 

Howard Feinstein:                  
We’re here at the Walker Art Center in Minneapolis to do a filmmaker’s dialogue with Béla Tarr and to talk about the 
evolution of his work and show clips from Family Nest in ’79 to The Man from London, 2007. We’ll look at the evolution 
of Béla’s styles of filmmaking, the understated humor in his work, and the luscious black-and-white imagery of Hungary 
and the Hungarian people. I’m Howard Feinstein, film critic for American and British publications, programmer for the 
Sarajevo Film Festival, and I will be your guide through Béla’s work. So let’s begin our filmmaker’s dialogue. 

Howard Feinstein:                                   
I think it’s really great that we started, this is called Prologue, and it’s part of an omnibus film called Visions of Europe 
from 2004, where 25 European filmmakers made five-minute-maximum pieces on their idea of the future being part of 
the European community or their future in the European community. So this is essentially Béla’s vision of, I guess, 
Hungary as part of the European community at some point. I just wanted to say, one reason I’m really happy we started 
with this is, and this is my point of view, not necessarily Béla’s, but I think it kind of shows a melding of what I consider 
two different styles, not that there’s not consistency, but when you look at his body of work, and we’ll see that through 
clips tonight. 

Howard Feinstein:                    
But firstly, it obviously shows the economic conditions in Hungary in an urban setting, and we’ll see that in the early 
films, when we show the first clip, Family Nest, from 1979. But also, it’s all in one take, without a cut, which is something 
that he developed more later in his films after Macbeth, Macbeth being a transitional film, and we’ll see a clip of that, 
as well. Ultimately, he is sort of on the road to making a genre film, his most recent film, The Man from London, that 
Sheryl Mousley [Senior Curator] was speaking about, which premiere, 2007d in Cannes. It was just in Toronto, where 
I think he’s fused this style from the second period with a genre, in this case, the policier, because it’s from the [Georges] 
Simenon novel. 

Howard Feinstein:                         
I just kind of want to say in this, what I consider the first period, the film we’ll see, Family Nest, is part of a proletarian 
trilogy, so-called proletarian trilogy of three films, and in an urban setting. Compared to the later films, the editing is 
somewhat conventional. A lot of hand-held camera work, a lot of close-ups, and— 

Béla Tarr:                    
And long monologues. 

Howard Feinstein:                          
And long monologues, of course, yeah, yeah. And basically, looking at families whose personal lives are adversely 
affected by economic conditions, especially in this case, housing shortages, and from the mid-’80s, post Macbeth, 
which was ’82, I believe, the films become a little bit more languorous, longer takes, fewer cuts, and mostly village 
settings, peasants and so forth, and we’ll see clips of some of those films, Damnation, Sátántangó, Werckmeister 
Harmonies. 

Howard Feinstein:                                        
And I don’t know, I think from the beginning, most of his films kind of depict the landscape of a country that’s really 
been through a lot. It’s really been beaten down by political factors, maybe climate factors, so forth. But somehow, and 
some people think Béla’s films are bleak, and maybe they are, but I find them ultimately very hopeful, and I think that’s 
really important. I also find a healthy dose of humor in them, so I hope you do, as well. 
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Howard Feinstein:                   
Susan Sontag called Béla one of the filmmakers whose films are heroic violations of the norms, and I don’t think Béla 
would say that about himself. He’s not the type of person, but I think that’s just how he views the world. So I don’t know, 
if you don’t mind, maybe we can just show the first clip and then we kind of start talking among ourselves, unless you’d 
like to say something? 

Béla Tarr:                             
I just wanted to tell you only one thing. I choose this short because it looks like something which is a kind of statement, 
and if you go through all of our work, because I’m not working alone, in this case, you can see all of our movies is 
talking about human dignity, and I think this is the point of view, which is the main issue. If you’re looking for a key for 
these movies, surely this is the key. 

Howard Feinstein:                        
But I find it interesting that you’re depicting human dignity among people who are otherwise marginalized, outsiders, 
oftentimes down-and-out people. 

Béla Tarr:                     
They have human life. What do you mean, outsiders or marginalized? 

Howard Feinstein:                            
I mean that they would be considered—  

Béla Tarr:                  
That’s somebody sad, you know. You can say maybe [inaudible] are marginal because it’s not the society. 

Howard Feinstein:                  
Okay, well why don’t we, while you show a clip from Family Nest, which is Béla’s first feature and the first of three in 
the so-called— 

Béla Tarr:                        
It’s definitely 30 years old, the movie, in this year. 

Howard Feinstein:                    
Okay. But I think it stands the test of time, personally. But this is a clip ... On the DVD that’s recently been released, 
there are subtitles for the last part of the clip, which is a TV newsreel, obviously a government, Communist Party–
inspired piece of news that we end with. But I think from the context, you’ll get the gist of it. So let’s just show a short 
clip from Family Nest. 

Video:                   
[foreign language]. 

Howard Feinstein:                    
Well, maybe you could explain a little bit about that news clip, especially. 

Béla Tarr:                    
Oh, it’s ... You know why I feel it’s a bit bad because you could see now a little fragment of the whole drama and it’s a 
bit disturbing to me. But I have to say something about this movie. When I did it, I was 22, and that time ... and I like 
very much the cinema, and this time I went several times to cinema and I watched always just piece of shit. Everything, 
it was full of lie, it was fake, bad actors, stupid stories, terrible colors, and it was ... you know, here was the life and the 
movies has no any connection for the real life. I was 22, I had full of energy, and I decided no, we don’t knocking on 
the door, we [inaudible]. 
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Béla Tarr:                   
And we shot this movie and we decided okay, we will do it, the movie which has to be real, which means we shot 60-
millimeter hand-held camera, no professional actors, real people. It was just five shooting days, no dialogues, nothing. 
It was a really, a no-budget film. Not low-budget films, no budget. But I like this very much, because we could go closer 
a lot of people and we can show you how they live, their emotions, their reactions, and how is going the real life. I’m 
very proud about we have done it that style. 

Howard Feinstein:                 
There was a movement at that time, fairly political movement in filmmaking, that I’ve heard referred to various with the 
Budapest school. 

Béla Tarr:                        
It was a group of young people. We want to do movies, but we really hated, as I told you, what we saw in the cinema, 
and we had two ways. One of these guys, my colleagues, started to think about how they can do some fake 
documentaries, or pseudo-documentaries, which ... and mostly they want to do political movies. Of course, again, 
against the whole system. But the other side, it was a lot of guy who decided they want to find a new film language, 
and they did some experimental movies, and we worked together in their studio [inaudible] and we had a small budget 
for the whole stuff and we always fighted who taked the money, the experimental filmmakers or the documentaries, 
but ... and I was always in the middle, because I was interested about the real human emotions, the real human ... you 
know, the meta communication and the whole stuff, it was really interesting for me, and of course, I had the social 
sensibility. But on the other hand, I was interested about the film language, too. And that was the time, this film, it was 
made ’77. It was some few filmmakers who did some good things at this time. 

Howard Feinstein:                           
I probably should’ve provided a little bit of context. I think you could pick up on it, that the father-in-law is basically 
giving a hard time to the daughter-in-law, his son’s wife, basically trying to throw her out of this small flat that they’re 
sharing, too many people. There’s a housing shortage going on. To me, it seems pretty obvious that the father, who’s 
such an autocrat, and then you move to this— 

Béla Tarr:                    
Watch the movie again. No, it’s not ... He’s a father who likes the order and he has a strong imagination about life, and 
he has a vision of how he has to go ahead, and that’s all. I never judging. I have no courage to say he’s an autocrat. 

Howard Feinstein:                   
Okay. 

Béla Tarr:                      
No, he’s also an unlucky man. 

Howard Feinstein:                       
I’m not saying he’s not sympathetic, but he certainly wants to impose his view of the world on everybody else in the 
household, and why do you, in this sequence with this TV news clip showing the Communist Party ... 

Béla Tarr:                         
It’s something, when you switched on the TV at that time, you could always see what they did. 

Howard Feinstein:                  
Yeah, but you made a choice. 

Béla Tarr:                                     
No, if you switch here at the TV, you can see what your boss, Mr. Bush, does. The same. It’s going. I just wanted to 
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tell you one thing, it was a family and it was really, this movie is a big love story. A woman and the man, they love each 
other and they cannot be happy. That’s very simple. And how their life goes to hell. That’s ... and they are able, they 
have more capacity than possibility. That’s the real tragedy. If you are able to do something, you want to do something 
that you have no chance to do. That’s why I like to show them and they are really close to me, and I have to tell you, 
the woman who is the main character, she was in the Sátántangó, she played in the Werckmeister too, and we are still 
in contact. She’s not actress, still not. She’s a worker. 

Howard Feinstein:                              
I think what we should do is move on to just a brief introduction and then we’ll show a clip of Macbeth from 1982, which 
was done for Hungarian television. As you can see in this film, it’s edited as such, Macbeth is two takes in, I believe, a 
one-hour film? The first one is five minutes and the second is 55 minutes, obviously, shot on video and quite different 
in style. It sort of has a theatrical— 

Béla Tarr:                    
You will see not different. 

Howard Feinstein:                  
Okay. So you’ll see for yourself. Let’s show the clip of Macbeth. 

Video:                 
[foreign language]. 

Howard Feinstein:               
Looking at my notes before I can talk. 

Béla Tarr:                      
No, it’s just I was just curious what you want to show. 

Howard Feinstein:                 
Second guess. Okay, between ’79, ’78, when you actually shot Family Nest and Macbeth, something’s changed in your 
approach. Okay, can ... 

Béla Tarr:                      
First of all, if you see ... You know, after when I finished the Family Nest, I won a Grand Prix in Mannheim in Germany, 
and afterwards I went to the film school, because they said I cannot direct feature films if I have no diploma. I had to 
go to the film school, and I went there and fortunately, I had a really good professor who said, “Go and shoot. Don’t sit 
here. I cannot teach you for anything,” and that was ... He was a really good man, and I could shoot two features during 
of the school. 

Béla Tarr:                       
He called me once in the third year or fourth year, he said, “Now it’s time to do something here in the school.” He said, 
“If you see the program of the school, you have to do a classical-literature adaptation.” Okay. And I had to read at that 
time for the other professor the whole of Shakespeare, and this evening, I was reading the Macbeth, and I called my 
professor and asked them, “Macbeth is good?” He said, “Okay.” That’s the reason why we did this Macbeth. He was 
who provocated and pushed me to this. 

Béla Tarr:                           
If you compare this movie with the others, you will see, again, long monologues, long ... the psychological continuity, 
what I like very much and what I want to show you always, it’s here, still here, and that’s which is also important, that 
you can see in all of my movies. That’s terribly important to how we are working with the actors, because we never use 
them like actors. You know, first of all, I always apply just their personalities, and for me, it’s much more important that 
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someone who is not a good actor or not an actor, but his personality and the character is similar. In this case, I don’t 
direct anything, because I am just creating the situation, put it into the actors, and do it. Because you know, this is the 
real directing, to put everything in a good condition. In this case, they are able to begin and they are not playing. 

Béla Tarr:                          
If you see this Macbeth, it was a really big scandal in Hungary when we did it because everybody said this is not real 
Shakespeare, we destroy this high-quality Shakespeare playing. What we are doing looks like the housewife and his 
husband and they just want some money. And yes, because that’s the truth. That’s Macbeth and Lady does what they 
do. They want power and they want money and how it’s going. But it’s the same line. 

Howard Feinstein:                  
There’s a lot of consistency also, but for example here, you follow your characters with the camera without cutting away 
from them like you do early— 

Béla Tarr:                   
Yeah, much. You know, because we shot in the castle in Buda, and this was really beautiful because it was a 300-
meter-long labyrinth, and by the end, it was the courtyard, and when you will see at the end, we have a combat and 
we had horses and we had a lot of strange things, but I enjoyed very much, I must say. 150 people worked on this 
project, and it was such a beautiful step. And every evening, we went and we shot during the middle of the night. It 
was 15 days, 10 days for the rehearsal and afterwards, we shot five days. The other things, you know, if you shoot 55-
minutes-long takes with the hand-hold camera and you are going up and down in the stairs and, we could shoot once 
a day and afterwards the first DOP dead, and the second came and he shot the second one. That’s who was ... Two 
per day, that’s what we could do, and somebody did it a mistake at the 35th minute. In this case, stop, back to one. It 
was a horror. 

Howard Feinstein:                            
I imagine for the actors, as— 

Béla Tarr:             
Yeah, if somebody did ... For example, if this old guy, who’s a real ... he was a real alcoholic, unfortunately he died, 
and can you believe when he finally learned the text. 

Howard Feinstein:            
I think with the next film we’re going to see, Damnation, which is from 1988, you’ll hopefully— 

Béla Tarr:             
’87. 

Howard Feinstein:            
You shot, but— 

Béla Tarr:               
No, 1987. 

Howard Feinstein:            
’87. So much for IMDb.com, huh? No. 

Béla Tarr:            
IMDb.com is a piece of shit. It’s everything, everything is wrong. 
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Howard Feinstein:            
No, I know. 

Béla Tarr:            
Everything is. I read, for example, The Man from London, one of the main characters is Volker Spengler. 

Howard Feinstein:            
He’s not even in it. 

Béla Tarr:             
No. No. Once we told about maybe Volker could come and do it, but he became sick and he couldn’t come and do. 
But why do they publish something which is totally not true? Don’t listen for the IMDb. 

Howard Feinstein:            
Anyway, why don’t we go right into a clip of Damnation from 1987, and this is actually the first scene of the film following 
the credits, and I think, and Béla, I love arguing with Béla, but for me, this kind of shows more and more emphasis on 
the act of seeing, and this is in the very first sequence of the film. But let’s watch it and then we can talk about it. 

Howard Feinstein:            
By this time, you’re working with the novelist László Krasznahorkai, and it seems maybe you’re finding a visual and an 
aural correlative to his kind of text. How did you approach adapting? 

Béla Tarr:             
First of all, after Macbeth, we did a movie which was called Almanac of Fall. I have to tell you, this movie was the most 
depressing movie that I have done in my life. I don’t know why, this time I really didn’t see any hope and any chance, 
and it was a really crazy movie. This was a color movie. We played with the colors and the lights and everything, and 
afterwards, we had a really bad situation in Hungary because everybody said what we are doing is absolutely against 
the movie, against the society, against the whole system. But we didn’t care about it. 

Béla Tarr:             
But once, a friend of mine who is a literature critic, he gave me a manuscript, which it was the manuscript of the 
Sátántangó, and I read the book, I was amazed, and I called the writer, László, and I told him I would like to meet with 
you. We met, and he has the same age; we are in the same generation. He’s one year older than me. We started to 
work on the script of the Sátántangó. 

Béla Tarr:             
We have been all of Hungary in feature film studios, everybody [inaudible] us, definitely. This was the point when I 
didn’t see any chance. After the Almanac of Fall, I am coming again dirty, ugly people and ugly stories. Everybody said, 
“Go to hell.” And we had no any chance to work in the film industry, and I was, it was totally over. I met a man who had 
a publicity studio in a small cellar. They had a camera, and I told him, “Okay, I want to do something, because I will die 
if I’m not working,” and I asked László to come and do a script. I have an idea about a woman who is singing and a 
man who is bringing the gold; it’s a little bit film noir idea. László came and we did it together, the script of the Damnation. 
That was how we started to work together. 

Béla Tarr:             
But before we wrote the script of the Sátántangó but we couldn’t do. We had to wait nearly 10 years for the possibility 
to do ... We could do after when the Berlin Wall fell down. Before, we couldn’t. And this movie is talking about loneliness. 
But if you see all of my movies, dignity, psychological continuity, and the human loneliness, what you can see in this 
movie and all of the movies. All of our heroes are lonely, including Macbeth, too. And that’s also terribly important. 
What can I say about the Damnation? 
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Howard Feinstein:            
In this film and in the next ones we’ll see clips of, for example Sátántangó and Werckmeister Harmonies, it seems like 
there’s a lot of treachery and people doing very cruel things to other people. Is that from the source material? Or is this 
more a development in how you see the world, say compared to Family Nest? I get the feeling even though it’s maybe 
an unpleasant living situation, this is a young director who thinks maybe we can change the world, and here maybe 
you still think you can change the world, but more by depicting how nasty things can be. 

Béla Tarr:             
Okay. You know, if you are 22, you are really want to kill half of the world, and you are a film fighter. You know? And 
in this case, you believe it’s okay, let’s go ahead and against the society, we change the society and everything is fine. 
And afterwards, I could understand, it’s not only social problems. If you see the Almanac of Fall, it’s talking about yes, 
it’s not only social problems, it’s ontological, and if you go deeper and you go to this direction, in this case, I have to 
recognize it’s cosmical. The shit is cosmical. It’s not just social, not ontological. It’s really huge. And that’s the reason 
why we spent ... You know, the Damnation is a little bit, it was an experience to touching the time in a little bit different 
way than the others. That’s all. The reason why everybody calls it this is a revolutionary film because we are using the 
time a little bit differently, but films we had always the same way, but here, it was a little bit more aggressive than the 
other movies. 

Howard Feinstein:            
I find in these films, Damnation, Sátántangó, Werckmeister Harmonies, there’s almost a, and excuse me for simplifying 
it, but almost a yin/yang of these very kind of quiet scenes, very long takes, traveling shots, and then incredibly 
boisterous scenes of people in pubs getting drunk, dancing, music. It’s almost jarring, the sudden shift, and then back. 
But anyway, the clip we’ll see now from Sátántangó, which is seven? Seven or seven and a half hours long— 

Béla Tarr:             
Seven hours and 15 minutes, with two intermissions. 

Howard Feinstein:            
Right, which you’ll get to see during this retrospective, is from one of the pub scenes, and let’s see that now, from 
Sátántangó. 

Video:               
[foreign language]. 

Howard Feinstein:                  
You know you do something extraordinary in this film. This sequence is repeated later in the film. It’s not the only 
incidence, but it’s repeated with the camera outside the window. So it’s something that’s hardly a convention in film 
structure. We see it more in literature, maybe four chapters on, you go back to an earlier chapter and repeat it, and 
here you’re doing it in this film and it’s extraordinary. 

Béla Tarr:             
First of all, it’s ... this is an adaptation. Of course, it’s not, but we used the novel and the novel has 12 chapters. We 
keep it, the drama to [inaudible] of the novel, and you know, this was very interesting, because when we read the book, 
I loved them very much and we wrote the script, which it was in the garbage. It landed in the garbage. And finally, when 
we really could start the movie, recognized it’s impossible to do an adaptation, because László Krasznahorkai wrote 
the book about the reality of the Hungarian lowland. If I use the book, in this case, I am lost. I understand I have to go 
to the Hungarian lowland. I have to discover the same reality what he had, and I have to make my transformation. Use 
the book, but about the reality. 

Béla Tarr:             
And all of my movies, if you watch, it’s always somewhere between the reality and the fiction, or I like to use a lot of 
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real moments and I write to evoke a lot of improvisation, one hand, then the other hand, I like very much when 
everything is very well composed and perfect. That’s what always ... You know, Jean-Luc Godard said once the beauty 
and truth has two polar. The documents and the fiction, or imagination. And that’s surely true. If you have just 
imagination and you have no any sensibility for the reality, in this case, you have failed. You can do it “art.” It will be 
artificial. For me, the biggest danger, if somebody telling me, “You are artist.” No. I just try to understand something 
about the reality, real people, real human feelings, and real emotions and real interests. Of course, the form what we 
are using, it’s a kind of art. 

Béla Tarr:             
But one more thing, for example, you could see the woman from the Family Nest, she was behind the first couple, she 
was dancing there. And you can see the guy who played the Macduff in the Macbeth, and you could see the girl who 
is looking inside, and she’s the main character now in The Man from London. I like to work with the same people. It’s 
a kind of family, and that’s what I really like. 

Howard Feinstein:            
In this film, as well as in Werckmeister Harmonies, the villagers are sort of attracted to a man who’s almost like a false 
messiah, or they kind of grab on, and he— 

Béla Tarr:             
I don’t understand. 

Howard Feinstein:                               
He sort of offers them some hope and they follow him; we see in Werckmeister, people kind of attracted to this kind of 
figure also. I don’t know, is there something about fascism you were trying to say, or maybe in the novel, or people’s 
attraction to it? Or ... I’m just posing the question. 

Béla Tarr:             
No, what we are trying to do, it was just, as I told you, we just try to understand the ... You know, what is around us, 
and I just wanted to show you from my position. Of course, this is mine; this is just my point of view. Maybe I’m 
absolutely wrong. But you know, this is a moral question for me. I have to tell you what I see, how I see. I have to show 
you. And you can judging. If you don’t like, you don’t agree, you can go out. It’s really ... But you know, if I use for this 
films public money, I use the people’s money, tax money in this case, I have to be perfect. I have to tell them what I 
think. This is a moral question. 

Howard Feinstein:                    
We’re far from the urban settings of your first features here, I mean, in these later films. They’re villages, small towns. 
Is that because of some of the source material? Or is ... Why did you move away to these settings? 

Béla Tarr:            
Something about the locations. The location is also main character. The location has a face. The location shows us ... 
It’s terribly important, absolutely, like the actors. I spend always a lot of time to find the right location, and ... but you 
know, it wasn’t a decision I don’t shoot anymore in the city or I don’t shoot anymore in the lowland. It’s always depending 
what we want to do, but the main issue is in the Family Nest, which is totally about the claustrophobia and wants to 
show you how impossible to live together, how impossible, how they want to kill each other and what is happening 
between the people. In this case, we used just close-ups, and we went very close to the faces and we pushed. 

Béla Tarr:              
And when we told you about the landscape and we want to show you the perspective of the hopeless on the Hungarian 
lowland, in this case, we have to use some beautiful wide pictures and it’s a real desert, but you can see in the 
Sátántangó. But it’s always talking the same thing, the relation which is between the human and the nature, the relation 
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between the nature and the time. In the Damnation, we ... the rain is always falling, for example. In the Sátántangó, 
too, and the mud. That’s something, which is a part of this world. 

Howard Feinstein:            
You mentioned earlier about the ontological aspect of your film. I think in the next clip, we’ll see that’s going to be very 
clear, a sequence from Werckmeister Harmonies where a mob of men are entering a hospital. It’s about an— 

Béla Tarr:             
He shows you now one of the most powerful scenes and after which you don’t come and watch. 

Howard Feinstein:            
The rest of it matches in quality, as well. Let’s see Werckmeister Harmonies. 

Howard Feinstein:                  
They have this metaphysical moment, kind of an epiphany, and changes everything. It’s ... I don’t know, usually I cry 
when I see this. I told you that before. Can you just tell me something about your conception of it? 

Béla Tarr:             
No, I don’t like to use this words “metaphysical.” Can I say you something? They have to turn back because behind 
him, there is a wall. It’s a fact. That’s again what I want to tell to you. Something which looks metaphysical, but if you 
are a director, you have to create always a good physical situation. Then you will understand. You know? If there is no 
wall and they are turning back, maybe is a little bit too sentimental. Fortunately, we have the wall, and they have to 
turn back. 

Howard Feinstein:            
Let me play devil’s advocate. Why do you suddenly have this music coming up at that moment, as well? Is that because 
they come up against a wall? Or is there a change of ... Or is there a change in consciousness there? 

Béla Tarr:             
No. You know, we just really wanted to show you one thing. You are able to destroy everything, but if you meet with 
somebody who is already destroyed, who is definitely on the edge between the life and the death, these people has to 
stop, and everybody who has human being, who has something what we can call it humanity, has to stop, and this is 
also my illusion. I believe still the humanity, and I believe still everybody has this humanity, because it’s in the blood. I 
know this is an illusion, but I want to believe. 

Howard Feinstein:            
I think it’s clear from your movies. We just want to show a couple of stills, we don’t have a clip from his newest film, 
The Man from London. It’s a genre film in some ways, but to me, it’s perfect for Béla’s style, and I think you’ll even see 
that from the still photos. It’s from a Simenon novel and we’re no longer in Hungary, which is a landlocked country. 
We’re not in the plains of Hungary. The film’s shot in Corsica, right on the coast, which plays a ... the water and the 
land plays an important part in the film. So maybe we could first just see the couple of the stills from the film to get an 
idea of the atmosphere. 

Howard Feinstein:                  
Why Simenon? What attracted you to this? 

Béla Tarr:             
The reason is the story is a little bit long and not too interesting. One thing is sure, when I read this novel, it was I think 
20 years ago, and I always remember it only for one thing, for the whole atmosphere, a man who is working always 
night in a train station in the harbor and he’s sitting in a switching tower and his work is he’s switching the tracks and 
the ship is arriving and the people change, they move to the train and the train is leaving somewhere to the country. 
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And he is able to see everything, and the whole city is sleeping; he is alone in a cage. And that’s what I like very much, 
and this was a point when, again, the loneliness and something which is my mania. 

Béla Tarr:            
Afterwards when I started to work together with László, I understood immediately the whole stuff and the movie what 
we did. This is an apropos Simenon. This is our movie, of course, but I have to tell you, the son of Georges Simenon 
saw the movie and he said, “This is the first perfect Simenon adaptation,” and we changed a lot of things. We cut it out 
half of the story, you know, and he likes very much. But this is really not too important. 

Béla Tarr:              
The most important things we could do in a movie about a man who is upper 50, he has a very monotone daily life, he 
has a very, very short road from the tower to the pub from the pub to the flat, go to sleep, eat, go back to work. That’s 
his life, and he has a family and he has no chance to change anything in his life. And once he got a little chance, he 
got the temptation, and he ... and the movie is talking about how he lose his reward. A little bit criminal stole it, but we 
didn’t listen for the criminal line. And the kind of film noir, like the Damnation. I don’t know; that’s the reason why I 
chose this apropos. 

Howard Feinstein:            
I believe that’s the last film in the retrospective and certainly well worth seeing, as are all of them. I’d like to ... We 
started off showing Prologue, which was Béla’s response to the future of Europe, especially in his country, Hungary. 
I’d just like to end this with a quote I like from an interview he gave a couple of years ago when the journalist asked 
him, “Are things improving in Hungary?” and Béla answered, “We Hungarians, we’re always too lazy. Too lazy for 
fascism, too lazy for Communism. We are eating too much, drinking too much, making love too much.” 

Béla Tarr:             
That’s true. 

Howard Feinstein:               
Thank you, Béla. 

Béla Tarr:             
I said. 


