


SYNOPSIS 

Bij een poging illegaal de Hongaarse grens over te steken wordt de jonge Aryan door de politie neergeschoten.

In het ziekenhuis blijkt hij niet alleen miraculeus hersteld, hij stijgt ook op van zijn bed om enkele meters daarboven te blijven zweven.

Een dienstdoende arts ziet de gave van de jongen en neemt hem onder zijn hoede, maar hij heeft een dubbele agenda.

 

Kornél Mundruczó trekt in JUPITER’S MOON alle registers open. Spelend met fantasy-elementen, religieuze symboliek en virtuoze 

actie stelt hij zelfzuchtigheid en corruptie aan de kaak, maar houdt wel de deur open voor hoop op een betere wereld.
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KORNÉL MUNDRUCZÓ

Kornél Mundruczó is een Hongaarse scenarist, film- en theater-regisseur, en de oprichter van Proton Cinema en het Proton Theater.

Jupiter‘s Moon is zijn vijfde film die op het Cannes film festival in premiere gaat. Eerder draaiden daar Johanna, Delta, Tender Son 

and White God, die in 2014 de prijs van un Certain Regard won.

  

  2017: Jupiter‘s Moon (Jupiter Holdja)

  2014: White God (Feher Isten)

  2010: Tender Son – the Frankenstein Project (a Frankenstein-Terv)

  2008: Delta

  2005: Johanna

  2002: Pleasant Days (Szép Napok)

  2000: Nincsen Nekem Vágyam Semmi

DE CAST

ZSOMBOR JÉGER als ARYAN

Jong talent Zsombor Jéger is een Hongaarse acteur, onlangs afgestudeerd aan Budapest’s Academy of  Film and Drama. Tijdens zijn 

studie was Jéger te zien in diverse theater-produkties, waaronder een samenwerking met Kornél Mundruczó’s Proton Theater.

MERAB NINIDZE als STERN

Merab Ninidze is een acteur uit Georgie, geboren in Tbilisi in de Soviet Unie. Ninidze heeft een achtergrond in theater, en verhuisde 

in de jaren 90 naar Oostenrijk, waar hij speelde in diverse Duitse, Oostenrijkse en Russische produkties. Bekend werd hij met rollen 

in Paper Soldier, Bridge of  Spies en Nowhere in Africa.

GYÖRGY CSERHALMI als LÁSZLÓ

György Cserhalmi een van de meest vooraanstaande figuren in het Hongaarse theater. Al bijna 50 jaar lang is hij te zien in meer dan 

70 films, 20 TV films en 70 theater voorstellingen. Ook regiseerde hij talloze toneelstukken. In de loop vn zijn cariere werkte hij met 

grootheden uit de film als István Szabó, Béla Tarr and Miklós Jancsó. 

MÓNI BALSAI als VERA

Móni Balsai is een Hongaarse actrice die bekend werd met rollen in Liza, the Fox-Fairy, Kills on Wheels, en  Beast, te zien in de Direc-

tors Fortnight van het Cannes Film Festival in 2011. Zij speelt in film zowel als theater en deed haar eeste rol toen ze pas 12 jaar oud was.



AN INTERVIEW WITH KORNEL MUNDRUCZO

WHAT IS THE SIGNIFICANCE OF THE TITLE?

One of  the planet Jupiter’s moons, discovered by Galileo, is called Europa. It was important for me to regard this film as a European 

story, one that is set in Europe undergoing crisis, including Hungary. At the same time, I was looking to convey a sense of  contem-

porary science fiction. I have been a fan of  the genre since my childhood and that might also be apparent in my earlier works, like 

White God or Tender Son. We were also playing around with the idea of  being alien, the question of  who is the real stranger? It is 

really just an issue of  perspective. Jupiter is distant enough to warrant raising new questions about faith, about miracles and about 

being different.

IS THE FILM FUTURISTIC OR DOES IT TAKE PLACE IN THE PRESENT?

The answer to that question is, unfortunately, that it is no longer about the future. We did not want to make a refugee film but to 

use the present crisis as a context for rethinking miracles. It was originally set in the future, but while we were financing the film, 

everything became reality. We argued for a long time about whether or not the film‘s refugee topic had become too current, and even 

I tend to shy away from the ideological narratives of  the day. I believe more strongly in the idea of  classic art, which acts like water 

on concrete – wearing it down and crumbling it away. For me, factual and political art always remains a bit uninteresting, so when we 

re-worked the script, we tried to distance ourselves again in terms of  the story as well the language of  the film.

IS THE ORIGIN OF THE PROJECT THE NOTION OF HAVING THE ABILITY TO FLY?

One of  my favorite books when I was a child was Alexander Belyaev’s novel entitled Ariel, about a little boy who has the ability to fly. 

Imagine a being with superhuman powers, and the awesome contrast and tension they create around them. As time passed, I started 

to confront more and more with the issue of  faith. I have somehow always thought that there is a greater, comprehensive universal 

faith that reaches beyond the relative faith dictated by a given culture and historical age, one that can have an impact on all people, 

especially in a day and age where we seem to be settling the score with traditional religion, or God. Instead, we are defined by money 

and success, by the ever-present god of  populism and instant gratification. And, of  course, putting a flying human in the main focus 

always raises questions about the possibility of  what you believe in and where you place yourself  in comparison to the characters, 

each of  whom relate to the issue in different ways, and also whether you as a viewer actually believe what you’re seeing. An encounter 

with a miracle requires an active presence on the part of  the viewer and that is something that I always strive to achieve. Sure, it is a 

refugee film, but it is also searching for God in the sense that one has to know there are moments when we encounter things that are 

absolute, or mysterious. Aryan’s character is actually a materialized manifestation of  that - a Christian figure in the body of  a refugee, 

who could indeed be construed as an angel. Miracles never come from where we expect them to, and perhaps we never use them for 

what they should be used for.

TELL US ABOUT DR. STERN AND HIS EVENTUAL EVOLUTION.

I have wanted to illustrate the relationship between an old man and a young boy for a long time. Kata Wéber wrote the story, and for 

her it is important to note that her ancestors include many doctors. We were excited by the contemporary archetype of  the medical 

practitioner, a doctor already losing his faith, one who doesn’t want to heal anymore and is merely surviving, being devoid of  any il-

lusions. I believe there can be many moments in our lives when we are stuck and there seems to be no way out, when we are actually 

caught in a frantic rush to grab for something. I tried to embrace the figure of  Aryan for a long time, but I am increasingly transition-

ing to an age when one becomes Dr Stern. Naturally, both characters carry many autobiographical elements, and the storyline also 

draws from a similar friendship that is very important to me. I would have liked Stern to convey the message that it is possible to 

change if  something becomes more important and we manage to go beyond the blindness caused by unambiguous things. We imbued 

Stern’s character with true blindness. Even when he meets the miraculous Aryan his only concern is his personal gain, and he has great 

difficulty in realizing that he can only benefit if  he is capable of  sacrifice.



HOW DO YOUR FEELINGS ABOUT THE REFUGEE SITUAION APPLY TO THE FILM?

I became associated with the refugee issue when I did a large theatre installation for Schubert’s Winterreise (Winter Journey). Europe 

was at the beginning of  the crisis. While it was under construction, we moved into a refugee camp in Bicske for one or two weeks 

and I was trying to work through my experiences there – and have been doing so ever since. I had the impression that feeling alien, 

different, was a state of  being. There was a kind of  strange sanctity in the people there because they had actually been placed outside 

of  time and space. The image or allegory of  deprivation is very close to the Christian liturgy that I am also familiar with and the one 

that I grew up with. You have neither a past nor a future – you have the present, but it is also uncertain. You do not even know if  you 

are still yourself, whether you are the same person you were when you left, or a different one who you became during the journey. 

One cannot observe this without solidarity. That would be inhuman.

IN WHAT WAYS IS THIS FILM A SORT OF COMPANION PIECE TO WHITE GOD?

In the case of  White God, I began working with a multi-layered structure that I think appears even more strongly in Jupiter’s Moon. 

I was seeking a form that could convey my sense that we are “falling”. This form could not be a purely genre-oriented solution. In 

fact, it takes issue with pure genre forms. I think Jupiter’s Moon also utilizes stereotypes and elements of  genre, but only treats them 

as one layer, not unlike White God. I see truth in the mixing of  genres, not in a grand form, but in a parabolic analysis of  convoluted 

realities. That path is very interesting to me now and I see that it is not in vain. Our audiences also multiplied in the context of  the 

Proton Theatre, which thinks similarly. It is not that the questions related to our work have become less, but we have managed to 

garner a far livelier reaction, which was important to me.

YOU USE MORE CGI IN JUPITER‘S MOON THAN IN WHITE GOD.  TELL US ABOUT THIS EXPERIENCE .

We used practically no CGI in White God at all – perhaps only for a few moments. We planned Jupiter’s Moon in the same way and 

basically managed to achieve a solution. Of  course, the phenomenon of  flight is difficult to portray without a certain amount of  CGI 

because, as we know, humans cannot fly. We had to figure this out even though the main characters were actually 30-40 meters in the 

air during every scene. In my view, CGI depends on how it is used. If  used appropriately, it can be a gigantic creative surface. If  not, 

it seems tacky, artificial and plastic. The movie is a meeting of  classic and new, filmed on a 35mm-reel. It only uses vfx where neces-

sary, all created in comparison to reality.



AS A THRILLER, THIS MOVIE ALSO GAVE YOU THE OPPORTUNITY TO SHOOT SOME EXCITING CHASE SCENES, 

BOTH ON FOOT AND IN VEHICLES. TELL US ABOUT THIS EXPERIENCE AND HOW YOU USE SUCH ORCHES-

TRATION IN ALL OF YOUR WORK.

This film, and its size, was a huge challenge for me. I have never worked on scenes this large. I was also excited at the prospect of  

re-thinking widely viewed and well-executed elements. How can you create a car chase scene without having to make it a car chase? 

I see no sense in entering a competition to imitate chase scenes that have already been done perfectly. We needed to find our own 

solutions. Shooting was also difficult because the film is also very coordinative because of  its multi-layered nature. The backgrounds 

are at least as important as its foregrounds. Every seemingly real angle and tiny detail had to be worked out and inserted. We moved 

huge pieces of  scenery. We wanted to show a crowded, smothering, overpopulated city in which moments of  flight gave real peace, 

and so we lived in this heavy, overcrowded city ourselves.

DO YOU CONTINUE TO WORK IN THE THEATER?

Yes, my work in the theatre and opera continues. I complete two or three productions between films. Opera is a tremendous experi-

ence. I have realized that I really like it because it is a genre that allows me to live through things that I would only encounter very 

rarely in real life. I also have my company of  players in Hungary at the Proton Theatre. Two of  our recent projects were Winter’s 

Journey, which was a large installation based on Winterreise, the song cycle by Schubert, and Imitation of  Life, which is truly free 

film adaptation of  Douglas Sirk’s melodrama with the same title. It is actually a forced interpretation of  a new theatrical language – 

four characters, two scenes, and minimalist in every respect. At this point, I do not know how long it will be possible to maintain the 

harmony between working in both theater and film, but in light of  mutual questions and answers as well as failures and successes, 

their coexistence is extremely productive and inspiring for me. I am currently working on a premier of  Hauptman’s The Weavers in 

Hamburg.

WHAT‘S NEXT?

I would love to do Vladimir Sorokin’s novel entitled Ice. I have been wanting to do that for 10 years and it looks like now is the time. It 

would actually comprise the last installment in a trilogy dealing with faith, White God and Jupiter’s Moon being the first two elements. 

I feel up to the challenge of  taking grand strides and I would like to continue along this path. One thing is certain: I feel an incredible 

hunger to continue telling new stories immediately.
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