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The 18-year-old Andrej is sent to a youth detention centre due to problematic 
behaviour. There, he meets Željko, the informal leader of the detainees. 
Upon discovering Andrej’s secret, Željko soon begins to take advantage of him; 
Andrej’s sense of responsibility and moral integrity are put to a trial. 

Ultimately, he must choose between Željko and his reckless lifestyle and staying 
true to himself.

Synopsis



Working as a teacher in a youth 
correctional facility, it has always 
felt natural for me to translate my 
experiences into a story for the film 
medium. For a long time, I had been 
entertaining the idea to make a doc-
umentary, however, as I have real-
ised over and over again, I could 
not have put it into practice the way 
I had wanted to: a raw, naturalistic 
narrative of youths in detention cen-
tres, which would have refrained 
from being constructed or artificial 
and would have refused to serve 
as an invitation to sentimentality 
or passing judgements. A sort of 
a cinéma vérité, where the images 
speak for themselves. Slovenia is a 
small country, where almost every-
one knows everyone. People avoid 
exposing themselves publicly, es-
pecially where delicate topics are 
concerned, while institutions like 
to present their workings only in a 
positive light. 

Darko Štante was born in 1975 in Ljubljana. He graduated from the Faculty 
of Social Work at the University of Ljubljana. At the moment, he is finishing his 
master’s degree program in film directing at the Ljubljana Academy of Theatre, 
Radio, Film and Television.
 
In the past, he has worked as an assistant director on various commercial 
productions and has authored his own AV projects. 

Director’s StatementDirector’s Bio
A documentary approach would 
have to overcome an infinite number 
of bureaucratic and human-made 
obstacles, so it seemed logical to 
opt for fiction instead. At first, I 
wrote a synopsis for a short fiction 
film, but the fundamental premise 
of the story that would go on to 
become a longer one was already 
there. More and more people from 
the academy and outside of it saw it 
as a potential for a longer narrative 
and started urging me to expand it; 
I myself was beginning to realise 
that the main character will prove 
hard to develop fully in a short film 
where I would have to focus just on 
one side of him. At the same time, I 
felt constrained in storytelling. I felt 
the need for it to be as extensive 
as necessary to convey the story’s 
complexity in full.



Since the spaces which the protag-
onist is inhabiting are related to him 
so inextricably, they had to reflect 
his emotional states. We therefore 
sought after locations as worn from 
use as possible; locations that didn’t 
require an extreme makeover in 
order to retain the authenticity we 
needed.

I’ve decided since the beginning on 
a film that is raw, direct and natural-
istic. I planned to make a documen-
tary at first, so even later I decided 
to stay close to the same aesthetics. 
Conceptually, I have been develop-
ing the film out of the conjunction 
between fiction and documentary. 
My inspiration were neorealist films, 
but also the early films of Nicolas 
Winding Refn, Larry Clark and es-
pecially the Dardenne brothers. 

Concept & Aestetics
The cinematographer and I decided 
to choose as authentic filming lo-
cations as possible, so that natural 
light would be taken advantage of 
as much as possible. The camera is 
mostly handheld except in certain 
formal situations where I opted for 
a static perspective. These aesthetic 
guidelines were followed by other 
departments too, with the aesthet-
ics not just reflecting the reality, but 
highlighting it as well. 



Most of these centres were estab-
lished after the Second World War, 
but have existed in today’s form since 
the beginning of seventies, when ed-
ucation and teaching styles switched 
from authoritative to permissive. Still, 
the centres continue to function as to-
tal institutions today. Since the rea-
sons behind placing every individual 
into these centres and the problems 
these people have differ greatly 
from one another, it seems that they 
are an outdated mode of interven-
tion. The rapid changing of the so-
ciety makes it difficult for the centre 
workers to comprehend the range 
of problems the young are facing, 
which in turn makes them frustrated 
as well. Together with the long-term 
exposure to difficult issues and situ-

Youth Detention Centre
ations, powerlessness and aggres-
sion, this creates a sense of apathy 
in them; they become a reflection 
of the parents: Powerless, desper-
ate and aggressive. The teachers 
degrade themselves to the role of 
prison officers, who in their power-
lessness often look the other way, 
even when they shouldn’t have. It’s 
clear that the system isn’t working, 
and yet, we pretend everything is in 
order. In the film, I have tried to por-
tray the centre as a closed off, slight-
ly claustrophobic institution where 
nothing works as it should. Without 
the teachers’ authority, the youths 
quickly establish their own hierarchy 
in which the teachers don’t matter. 
The centre is a space of lawlessness 
with no silver lining.



Since the beginning, I have thought 
a lot about the cast and how to ap-
proach casting. I knew I didn’t want 
older professional actors playing 
18-year-olds, but I didn’t want ac-
tors merely reciting the lines either. I 
knew I would have to be very lucky 
to find boys who are physically the 
right counterparts for the two main 
characters, and are at the same 
time up to the difficult challenge of 
playing them. First, I was looking 
for candidates among the acting 
students of the Academy in Ljublja-

The Cast
na, then through an open call for an 
audition and with the help of a cast-
ing agency. I realised that among 
the unprofessional actors, I could 
only decide on a few ones that 
would play some of the more typi-
cal roles, while for the main roles, 
I would have to look for actors 
among the acting students. I picked 
a few I knew from their previous 
roles, and started a working pro-
cess which would last for months. 
I hadn’t known right from the start 
who will play whom, but I eventual-

ly discovered individual characters 
in the actors themselves. One of 
the biggest challenges was the fact 
that they were inexperienced. They 
come from an environment where 
they don’t often meet the types of 
people depicted in the film, so a lot 
of our discussions revolved around 
playing someone completely differ-
ent from yourself and doing it in a 
way that doesn’t just represent your 
own idea of this character. Through 
the odyssey of getting to know the 
main characters and integrating 

into them their own life experience, 
I managed to get them to lose them-
selves in the characters. The last 
challenge was my own: When to let 
the actor design his character in his 
own way, not just according to the 
idea that I had? The fact that I know 
the profiles of boys in these cen-
tres really well, proved to be both 
a blessing and a curse. I strived to 
avoid a simple fulfilment of my own 
perspective and encouraged the  
actors to bring in as many of their 
own experiences as possible.



Andre Bazin defined the film as the 
fulfilment of the man’s desire for 
an authentic re-presentation. Even 
though I wasn’t thinking specifically 
of Bazin when I was preparing to 
shoot the film, I unwittingly worked 
according to most of his ideals: Long 
takes, depth of focus, limited editing 
and working with unprofessional ac-
tors. Still, I had to be aware that we 
are making a fiction film: The plot and 

Fiction
the screenplay are inspired by reality, 
but they a hardly a description of a 
real event. Could it have happened? 
Undoubtedly—but it would make for a 
different story, a different film. I made 
the story up and wrote the screen-
play; we shot it by observing the ac-
tion and trying to influence it as little 
as possible. The result is a blend of 
fiction and reality—with each as real 
as the other.



Music is often an important part of 
growing up; it serves to identify, dif-
ferentiate and group ourselves. It can 
be a form of rebellion or a code for a 
certain period. In our film, it doesn’t 

The Music
just serve as a background, or to high-
light a certain historic period in which 
the story takes place—it determines 
the characters and becomes a part 
of them. It reflects their social milieu 

and their values. The selection was 
difficult, because I don’t really know 
this type of music well myself—I had 
to conduct a thorough research of the 
music the youth is listening to, both 

the ones inside and outside the cen-
tres. From my own experiences in the 
centre, I knew that most of the boys’ 
music tastes are quite similar. Even if 
it varied in genre, it almost always 
had a simple tune, a clear message, 
pathos, aggression, self-glorification 
and self-assertion, which most often 
converged in Balkan schlagers and 
hip-hop (or a mixture of both).



Is it morally acceptable to make a film 
about something you know so well and 
at the same something that is hidden 
from the eyes of the public? Even though 
the story is fictional and so are the char-
acters, there is something in them that 
makes them real. Despite avoiding any 
individual stories I knew about, I undoubt-
edly imbued the film with the heart of my 
real-life experience. It seemed crucial to 
depict things exactly as I see them. This is 
my story. And then, there is the question: 
Why this film? Because Andrej’s story 
takes place in an environment the public 
doesn’t really know about. Because peo-
ple like to pretend they don’t see things 
happening in our own backyard. Still, the 
film is not just about the centre. Andrej’s 
environment is a reflection of the world 
he lives in. It is a space of marginalisation, 
a defunct system which should have been 
history. Andrej lives in a time that seem-
ingly lets people form their own identities 
and have complete freedom, but there 
is a price. As the characters experience 
themselves, there is always a price. It is a 
film about growing up and finding your 
identity in such a time and space. About 
the individual in the context of the society, 
about their belonging. About betrayal—
not only personal, but most of all social. It 
is about a time and space that can’t help 
but decay, as the humanity is sucked out 
of it. What is most tragic is, we could all 
see it—but no one does.

Morals
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The Temporama Film Society was founded in 2012 with the 
goal of creating an environment of support for young and 
unestablished filmmakers, their projects and creative skills. Until 
recently, Temporama mainly produced short films and web series. 
Consequences is their first feature film, but they are currently 
working on three short films in different stages of production and 
a new feature film in early stages of development.




