










REFLECTIONS ON TIME & CINEMA:
THE SUSPENDED MEMORIES OF KIAROSTAMI, ALEA, & OSHIMA




By
Miguel Penabella















Honors Thesis
B.A. Comparative Literature & Communication Studies (2015)
University of North Carolina at Chapel Hill

April 1, 2015





Approved:

_______________________
       (Student’s Advisor)

TABLE OF CONTENTS
[bookmark: _GoBack]

Introduction: The Politics of Temporality……………………………………………….03
Chapter 1: The Politics & Poetics of The Wind Will Carry Us………………………….13
Chapter 2: The Unfixed Present of Memories of Underdevelopment	…………………...31
Chapter 3: Reconstructing Historical Traumas & Death by Hanging…………………..49
Afterword: Out of Time…………………………………………………………………65

Filmography……………………………………………………………………………..74
Bibliography……………………………………………………………………………..77
Acknowledgments……………………………………………………………………….82






























INTRODUCTION: THE POLITICS OF TEMPORALITY

	The present and the past coexist, but the past shouldn’t be in flashback.

– Alain Resnais

	When talking about global art cinema, much discussion revolves around the question and merit of its cinematic style. In particular, the topic of temporality arises when examining shot length and stylized editing patterns in new wave films of the 1960s, and even later towards the turn of the millennium. Representatives of films foregrounding themes related to temporality include the films The Wind Will Carry Us (Abbas Kiarostami, 1999), Memories of Underdevelopment (Tomás Gutiérrez Alea, 1968), and Death by Hanging (Nagisa Oshima, 1968). These films reflect a certain politicized temporality, one in which contemplative open-endedness or distanciation techniques can engage the viewer on critical levels, especially along political and social lines. Style and temporality for these filmmakers is tied to politics and history. Kiarostami, Alea, and Oshima take concerted efforts to incorporate filmmaking strategies like long takes or tracking shots in political commentaries that reflect their historical and cultural contexts. These directors are particularly invested in looking back at the past as a means to examine their contemporary political situations. The films I examine with close scene analysis link temporality and politics by centralizing protagonists caught within troubling pasts, idle presents, and uncertain futures; narrativizing these characters’ preoccupation with time and history within cultural contexts; calling attention to the passage of time and history via formal techniques; and reformulating cinematic spectatorship to better appreciate the underlying political commentary essential to these texts. The issue at stake is how cinema can and has been employed as a tool that articulates the experience of time and history for global contexts, as well as its consequent effects on narrative, national identity, and spectatorship.
	Temporality and its relationship to politics have largely been lost in commercial Hollywood filmmaking and its imitators, favoring instead an insistence on breakneck speed and profligate spectacle for the purposes of attracting blockbuster-sized crowds. Action-oriented films cut erratically not for any artistic or political rupture but for visceral sensory display, as in recent blockbusters like Furious 7 (James Wan, 2015) or Captain America: The Winter Soldier (The Russo Brothers, 2014). The average moviegoer experiences the language of action-oriented blockbuster filmmaking and its splicing of time into disjunctive fragments of imagery. These films demand a constant engagement with the senses and continually forces audiences to stay rooted in the present. The brash speed of this continuity editing in the service of profitable spectacle discourages attentive, critical spectatorship, paralyzing audiences with dizzying images in rapid succession. There is simply an absence of breathing space for reflection on political and historical stakes. These films offer a different kind of politics, a kind less attuned to urgent national concerns and revolutionary change but of lower representational stakes. Information about how the past informs the present can only happen via flashbacks that throw audiences back into the past. And despite commercial films’ occasionally thoughtful and engaging narratives, we’re generally left lacking in the connection of temporality and politics and the possibility of any deeper commentary beyond any given present moment. The directors of these blockbuster films narrowly align audience vision with a stronghold on the present, whereas in the case of Kiarostami, Alea, and Oshima, the films provide images that can reorient the spectator and allow contemplation and critical thinking on their own terms.
	Global art cinema and specific national new waves afford us an alternative to commercial cinema’s breathless continuity editing and takes, allowing us to engage with the past and history on more fluid terms.[footnoteRef:1] When I use the term global art cinema, I refer to the kinds of serious cinematic works in the service of artistic expression over mass-market appeal, particularly outside English-language, dominant film cultures like Hollywood.[footnoteRef:2] This is a generalized working definition of global art cinema, and this project aims to complicate the relationships between film cultures across nations and explore how national art cinemas assume strategies from a multitude of cultural and historical contexts. When I refer to temporality, I signify both the characters’ experience of time within the narrative and the audience experience of the film as it unfolds. This bifurcated relationship will be analyzed more rigorously throughout this essay. The crucial link between temporality and politics is history, and cinema offers a means for audiences to actively engage with the past. [1:  Jean-Luc Godard and Youssef Ishaghpour make the connection between film and history their primary concern in The Archeology of Film and the Memory of a Century (2005).]  [2:  See Rosalind Galt and Karl Schoonover, Global Art Cinema: New Theories and Histories (2010) for a thorough examination of the term.] 

	The connection between aesthetics and politics is necessary because it represents coherent attempts by filmmakers to use film as a political tool to comment on national histories and concerns. While commercial Hollywood filmmaking dilutes and flattens the past in favor of the action-oriented present, global art cinema extends beyond these parameters to look at questions of temporality as they relate to political and historical issues. Kiarostami, Alea, and Oshima centralize protagonists stuck in a liminal space between political and social transformation in the past and the hazy prospects of the future. These characters reflect on the past to make sense of their present and future, and the filmmakers employ precise cinematographic techniques to visualize this act of temporal reflection and to reconfigure our own spectatorship. For instance, The Wind Will Carry Us frequently visualizes characters in extreme long shots, conveying a sense of alienation with the immediate surroundings and opening opportunity for audiences to scan every inch of the frame for meaning. Long takes in all three films encourage extended moments of contemplation because there is plenty of time to think. At stake here is the connection between personal history and collective memory. Audiences bring their personal engagement with history and politics to these films, and global art cinema organizes our spectatorship to deepen our understanding of revolutionary change and historical development by drawing us into the past to comment on our present.
	By looking at global art cinema and the connective tissue between temporality and politics, we’ll be better able to arrive at the culturally specific discourse surrounding the production and reception of these texts.[footnoteRef:3] Temporality has historically been theorized in cinema primarily through a bifurcation of realism and montage, a division that dominated the study of film up to the 1980s. On the one hand, proponents of realism advocated a cinema whose purpose was to truthfully reproduce everyday life onscreen, conceptualizing what theorist André Bazin calls “the myth of total cinema” (Bazin 22). Taking into account ontological, material, aesthetic, and temporal considerations of filmmaking, realism especially favored depth of field and unbroken takes as the primary strategies in attaining a sense of cinematic truth. Inversely, montage filmmakers saw what distinguished film as a medium apart from the other visual arts as the potential to edit together disparate fragments of film into a meaningful whole. If realism’s faith lied in the images to convey information, montage saw cinema as “thinking through” images and creating new associations (Stam 41). The three central films I bring to the table in this project employ strategies from both, identifying this split theorization as unproductive. Filmmakers can borrow strategies from both tendencies of cinema to speak to history and politics more expressively than any single conception. Nevertheless, surveying these theorizations of temporality lays the foundation for how these movies engage with and reshape it, as Kiarostami’s lyrical “open image” and Alea’s wordless takes draw from ideas of realism and Oshima’s disjunctive Brechtian influence builds upon montage theorizations.  [3:  A useful text here is Amresh Sinha and Terence McSweeney’s Millennial Cinema: Memory in Global Film (2011), where they centralize the role of memory in the context of global art cinema.] 

	Largely examined by European theorists studying European films, the traditional ways of looking at temporality can be further whittled down to the branching disciplines of “image” (montage) filmmaking and “reality” (Bazinian realism) filmmaking.[footnoteRef:4] Image filmmakers show great interest in montage theories, favoring editing practices that created descriptive visual fragments of time and forming a montage of interconnected images linked in their juxtaposition. Theorist Robert Stam specifically identifies German Expressionists and Soviet montage directors as embodying this theorization (Stam 76). In contrast, realism theorists like André Bazin privilege the approximation of real time unfolding via deep focus cinematography, elongated takes, and invisible editing patterns. Reality is thus borne through stylized artifice, but the elongation of time has the capacity to “reveal” aspects of our reality (Bazin 26). [4:  I retrieved this bifurcated summary of film theory and the camps “image” and “reality” from André Bazin’s first volume of What Is Cinema? (1967) and Robert Stam’s introductory reader on theory (2000).] 

	Both stylistic paths are intertwined in global art cinema, and strategies of image and reality filmmaking enhance our engagement with temporality in meaningful ways. Longer takes convey the quotidian elements of time, valuing inaction and idleness over constant narrative propulsion. Lingering shots decenter primary action, deviating from the narrative to allow for contemplation apart from the present moment. Montage and the juxtaposition of images communicate a sense of dynamism wherein it “bears on the movement-image to release the whole from them [individual shots], that is, the image of time. It is a necessarily indirect image, since it is deduced from movement-images and their relationships” (Deleuze 29). Deleuze’s movement-image refers to the shot itself, through which camera movement and position frame reality. Montage is an assemblage of shots, and each movement must then be understood in relation to others as they merge into an assembled whole. Kiarostami, Alea, and Oshima imbue realist and constructivist tendencies with markedly political stakes, working through complex political histories and cultural contexts via cinema. Although critics may or may not be aware of these contexts apart from the historical split between realism and montage, I hope to demonstrate global art cinema’s deep relationship with cinematic temporality and the engagement with history and memory. These filmmakers invite us to share in the contemplative process of looking back in time, retraining our eyes to see and remember afresh.[footnoteRef:5] [5:  See also Helen Powell, Stop the Clocks! Time and Narrative in Cinema and Damian Sutton, Photography, Cinema, Memory: The Crystal Image of Time (2012).] 

	The central argument to this project is that these filmmakers fold the past back into the present to comment on an uncertain contemporary political situation. Memory, nostalgia, and trauma inform how we come to understand the present, and these films are fundamentally invested in how the spectators become critically aware and responsive to these images. The three films centralize characters that are idle and unresponsive to their social situation because they’re frozen in the past. Characters ruminate and wander rather than act, becoming spectators rather than doers.[footnoteRef:6] What’s at stake in The Wind Will Carry Us, Memories of Underdevelopment, and Death by Hanging lies in the audience, because they can become active and critical to the images onscreen even if these characters lack the political drive to respond to or even change their situations. Kiarostami, Alea, and Oshima conceptualize temporality as unstable, prone to ruptures from a traumatic past or plagued by a looming, threatening future.  [6:  For this break between the act of seeing and doing, I consulted Gilles Deleuze’s twofold texts on cinema (1986, 1989). Part of my understanding of these texts comes from additional commentaries on Deleuze by Ronald Bogue, Deleuze on Cinema (2003); Gregory Flaxman, The Brain is the Screen: Deleuze and the Philosophy of Cinema (2000); and Paola Marrati, Gilles Deleuze: Cinema and Philosophy (2008).] 

Global art cinema affords a freedom to be conversant with a broad context of histories and politics that commercial cinema shies away from—yet contemporary film culture now has lost the political, revolutionary urgency of films from the 1960s. Even Kiarostami’s film embodies a move from the political to passive, lyrical contemplation, though his invocation of Persian poetics gestures at a crucial sense of open-endedness to rouse audiences into critical attention and away from detached engagement. What all three films suggest is a need to renegotiate the relationship between aesthetics and politics to shed light on a subject matter overlooked in cinema and the potential for active audience engagement.
	These three films intersect because they stem from new wave film cultures and moments of political and social change, and these filmmakers each address these issues through cinema. Although these filmmakers were at times resistant to their respective new wave art cinemas,[footnoteRef:7] they nonetheless worked within or a least alongside its parameters. Their movies trail great political and historical change, whether that encompasses revolutionary struggle or global conflict, and their films are in tune with the history and general psyche of their countries’ populace. National art cinemas produce what theorist Adam Lowenstein, quoting Rick Altman, calls “sites of conflict among different interest groups,” and these films work out these differences by rethinking how we experience the past (Lowenstein 10). For instance, Kiarostami calls upon the influence of Persian poetics to reframe his audience’s mindset to break down his images as though they are the abstract lyricism of poetry. Alea draws from the work of a specific novel in Memories of Underdevelopment, reflecting on the past and lending fresh, cinematic insight on the written word. Finally, Oshima weaves Brechtian distanciation elements from theater into his filmmaking in the effort to rouse audience attention towards his sharp political commentary. [7:  I write in some detail on these filmmakers’ attitudes towards their countries’ new wave film cultures, but additional worthwhile reading can be found in individual director profiles and critical essays on cinema from Bert Cardullo, World Directors in Dialogue: Conversations on Cinema (2011); Hossein Khosrowjah, Unthinking the National Imaginary: The Singular Cinema of Abbas Kiarostami (2011); Hajnal Király, “Abbas Kiarostami and a New Wave of the Spectator” (2010); C. Lawless, “Displaced Location: Where Is Cuba in ‘Yo Soy Cuba’?” (1998); and Tony Rayns, “A Samurai Among Farmers: Nagisa Oshima” (2008). These writers, amongst many others throughout this text, provide insightful words on the background of these directors.] 

	For all three filmmakers, cinema serves as the crucial link that bridges divergent politics, histories, and artistic traditions. To engage with audiences on a deeper critical level, these filmmakers align our vision with clear political stakes via carefully considered camera movements, long takes, expressive shots, and jarring cuts. There’s a give-and-take of provocation and allowance: directors guide our vision but audiences are left to think about these images and their relation to national histories. Temporality without considering politics and history results in desynchronized, unwary audiences. Kiarostami and Alea are critical of this kind of idle-minded individual, and they film similar characters lost in a kind of “nowhere place” without past or future. Oshima’s polemical cinema shocks its spectator towards political consciousness and active engagement, combating the kind of de-politicized spectatorship that plagues commercial filmmaking and culture.[footnoteRef:8] [8:  Further analysis on shocking imagery and the role of spectatorship can be found in Asbjørn Grønstad’s Screening the Unwatchable: Spaces of Negation in Post-Millennial Art Cinema (2012).] 

	While there exists much scholarly work on global art cinema and new wave filmmakers, the lens of temporality, history, and politics often escapes critical attention. In methodically examining these works by Abbas Kiarostami, Tomás Gutiérrez Alea, and Nagisa Oshima, we can better conceive of the ways in which they voice a particular dialogue at important crossroads in their respective nations’ histories. Over a half-century of political, cultural, and social developments are of interest in my analysis, incorporating everything from Italian neorealism, Persian poetics, the theater of the absurd, various socialist movements, and the evolution of national art cinemas. These intersections inform my analysis, linking numerous cultural contexts and these filmmakers’ approach in responding to turbulent pasts. Addressing the cultural and social developments following revolution and war while bridging these three films together augments how we come to interrogate global art cinema and film’s relation to and commentary on history. How do these films theorize temporality? How can cinema articulate the slippery quality of memory? How is past trauma and suppressed history brought to bear in cinema, and how are audiences meant to react? These reflections on time and cinema will operate in a like manner to these filmmakers, folding the past into the present in search of clarity. The act of seeing and remembering may often be considered passive, but cinema has the power to reveal human fears and desires as much as it conceals. These three films stimulate active, politically engaged attention, rewarding the observant with new perspectives on history and the world: light shining through darkness.










CHAPTER 1: THE POLITICS & POETICS OF THE WIND WILL CARRY US

Film begins with D.W. Griffith and ends with Abbas Kiarostami.
– Jean-Luc Godard
	Having directed over twenty feature films since the start of his career in 1970, Abbas Kiarostami is among the most innovative auteurs in contemporary world cinema. His body of work discerningly examines the social and political climate of post-revolution Iran, offering a unique glimpse at the intersection of Persian art and politics. His image practice lends itself to theoretical notions of style and temporality that are grounded in the cultural specificities of Iran and its complex history. His films are deeply attentive to cinematic time at a slower register than what audiences tend to expect. Kiarostami’s The Wind Will Carry Us (1999) depicts the flow of time dissimilarly from its usual configuration in the dominant, commercial cinema of Hollywood and its imitators. In particular, Kiarostami employs a visual strategy of long shots and extended takes that decelerate the passage of time and call attention to every aspect of the frame. Coupled with the film’s opaque exposition and narrative abstraction, this cinematic slowness encourages a more contemplative mindset well disposed to deeper spiritual meditations intrinsic to Persian poetics.
	By downplaying continuity editing and camera movement in favor of static, protracted takes, Kiarostami conceptualizes time in a way that compels spectators to consider every part of the frame in contrast to the breathless pacing and action-oriented idea of time in commercial cinema. With characters seemingly frozen amid rural landscapes and unable to carry out their objectives throughout the film, Kiarostami arrests time in a conception of cinema disinterested in narrative lucidity and goal-oriented progression. The Wind Will Carry Us reconfigures our involvement in film spectatorship, and this notion is important because this film proves challenging to watch given Kiarostami’s tendency to withhold narrative information.[footnoteRef:9] In this chapter, I argue that the film brings into being a slower, more contemplative cinema over and against the urgency of commercial filmmaking. By approaching Kiarostami’s work as contradistinctive to Hollywood cinema, we’ll be better able to understand the cultural specificities of post-revolution Iran and Kiarostami’s interest in Persian poetics. Western scholarship tends to ignore these contexts. In order to grasp these significant social and cultural elements of his work, we will need to slowly unpack and appreciate the culturally specific sense of time that informs his approach, lest these substantial contexts be overlooked. [9:  Laura Mulvey’s “Repetition and Return: The Spectator’s Memory in Abbas Kiarostami’s Koker Trilogy” (2007) notes a similar relationship between the role of spectators and narrative in earlier Kiarostami works.] 


Contemplative Cinema
	The Wind Will Carry Us follows the protagonist Behzad and his unseen film crew traveling from Tehran to the rural Siah Darreh to document the funereal customs surrounding the death of a hundred-year-old resident. The very first shot of the film is an extreme long shot of a zigzagged road and a moving vehicle traversing his pictorial landscape. Long-held and distant shots witness the car moving like an insect through the winding road, the characters already swallowed up by this unfamiliar setting. The car and its passengers occupy a seeming remove from everything external, like a capsule from the contemporary world sliding back into history. Indeed, this vehicle remains the only object moving in a land seemingly frozen in time; rural, untouched rolling valleys lie still and indifferent to passersby. These opening minutes of the film and its tension between movement and stasis evoke Gilles Deleuze’s discussion of movement in the cinema. According to Deleuze, “the essence of the cinematographic movement-image lies in extracting from vehicles or moving bodies the movement which is their common substance, or extracting from movements the mobility which is their essence” (The Movement-Image, 23). The car displays a sense of motion, movement, and the flow of life marching ceaselessly forward in contrast to the surrounding stillness elsewhere in the frame. This focus on movement is different from the action-oriented mainstream because the primary action within this sequence is simply an extended conversation among the car passengers and not a display of overblown spectacle. Rater than adhering to the conventions of mainstream filmmaking, Kiarostami sidesteps narrative lucidity and frustrates clarification. 
	The opening seconds of the film disrupt the expectations of conventional cinematic spectatorship, delivering an open-ended image that gestures towards inner spirituality. What’s primarily at stake is the potential of cinema to emulate subjective human processes of memory, reflection, and thought, and Kiarostami invites audiences to share in this contemplative mode. As such, Iranian Shiism and its conception of time and space plays a noteworthy role in influencing Kiarostami’s work here. For instance, The Wind Will Carry Us’s rural setting out of step with the contemporary world recalls the timeless land called Na-koja-Abad (Farsi: “nowhere”), the residence of the spiritual successor to the Islamic prophet Muhammad, the twelfth Imam (Mottahedeh 6). In this opening sequence, the traveling film crew loses its bearings as though in this nowhere place, relying on intuition and crude instructions to locate any sense of direction. The uniform, cyclic landscapes suggest an otherworldly locale, one seemingly imagined and isolated from the rest of society. Siah Darreh, the “Dark Valley,” itself seems isolated, sitting atop an impassable bluff but filled with the hallmarks of society: a school, café, and so forth. As though frozen in time and indifferent to its surroundings, the setting portends the status of Iran itself, a country sealed off from Western ideological contaminants like a cultural and historical quarantine with a constant sense of the present moment.
	The long takes and long shots that track the automobile’s movement through countryside roads evoke a sense of rich visual poetry (see fig. 1), and Kiarostami leisurely measures out the duration of his scenes like stanzas of a poem. The car gently travels from one side of the frame to the other, and Kiarostami films this idyllic picture with the camera gently panning in an unhurried manner, suggesting the curious gaze of an onlooker appreciating the present scene. Kiarostami’s background in painting and photography informs the treatment of his pictorial landscape vistas, prompting a sense of sublimity before the natural world. This opening scene embodies the kind of poetic and allegorical strategies of Kiarostami’s contemplative, plotless approach. By way of expressively long takes and largely relaxed camera movements like the slow pans tracking the car across the frame, Kiarostami cultivates a participatory mindset not unlike that which is required to interpret an opaque poem or a painting. Lovingly detailed long shots encompass static, painterly scenery, encouraging the spectator to decipher its fragmentary, open-ended qualities.
[image: ]
Fig. 1. This extreme long shot emphasizes the landscape and the long duration of travel.


	The film offers a sense of “suture,” or an aestheticized, authored reality prone to narrative exclusion and stasis in lieu of identifiable characters or an explicitly defined exposition. This visual style encourages a kind of spectatorship steeped in the immediate present, stitching participatory audiences into the text in their act of interpretation. The long take avoids abstracting time as individual chunks spliced together into a continuous whole, instead favoring the authentic passage of unbroken time to contrast the action-oriented, rapidly edited commercialized cinema of Hollywood. This technique not only depicts reality but also reveals an underlying visual poetry suspended between the worlds of the fictive and the real, and of the past and present.

Political Poetics
	The long shots and extended takes broaden our vision, evoking poetry’s revelatory images over guided, narrative directness. Abbas Kiarostami appealed to Iranian identity by drawing from Persian literature and poetics, translating its celebrated lyricism for a contemplative visual aesthetic in his films. Although Ayatollah Khomeini’s religiously conservative, post-revolutionary political regime viewed cinema as a tool to detoxify the country from Western imperialist influence, Kiarostami moves beyond exclusively governmental ideologies with interests that encompass aesthetics and national identity. His focus lies primarily in crafting a poetic cinema, or “Cinema-yi Taghazzuli,” translated as “lyrical cinema” and its ties to “ghazal, a sub-genre of lyrical poetry found in the poems of Hafiz…” (Sheibani 27). Ghazal poetry carries a mystical aura concerned with philosophical puzzlement, and the extended period of travelling in the opening sequence as well as Behzad’s inquisitive wanderings throughout the film suggest a spiritual journey of rituals and repetition that become rhymes similar to those in Persian lyrical poetry. Kiarostami’s filmography involves increasingly minimalist strategies that obscure context clues, narratives that refuse to reveal information, and enigmatic characters that discourage emotional identification. These distancing strategies contribute to a more contemplative cinema wherein audiences must search the image for a semblance of answers. The Wind Will Carry Us operates as a cinema of subtraction and uncertainty, compelling audiences to reconfigure or even purge their own gaze. Kiarostami figuratively visualizes this notion later on in the film when Behzad cleans his vehicle’s windshield, or when a café owner aggressively hinders Behzad from snapping photographs of the local populace with his camera. Kiarostami crafts films that are seemingly piecemeal and fragmentary, and this distanciation suggests the abstruse quality of poetry.
	Abbas Kiarostami also unearths this sense of poetry in the everyday machinations of life itself, and The Wind Will Carry Us explores the passage of time with an eye for bodily movement and even death. The extreme long shot of Behzad and his young guide and companion Farzad scaling up rocks to reach the village details the entirety of their trajectory, emphasizing real time passing. Rarely any close-ups or even medium shots materialize during the first thirteen minutes of The Wind Will Carry Us. Long shots dominate this opening sequence, showing a full range of bodily and vehicular motion. As such, Kiarostami emphasizes the sense of movement and progression rather than rely on continuity editing practices that would elliptically depict the journey in a reduced amount of time. Similarly, Kiarostami’s Through the Olive Trees (1994) features un-contextualized shots of a vehicle set against the rural Iranian landscape, producing “a sense of unease” not only in its representational disorientation because audiences remain unsure of the subject, but also in the visual disjunction between a modern vehicle and a pastoral land seemingly untouched by modern culture and technology (Mottahedeh 110). Movement in both of these films is arrested, ceding to the rustic village settings, which move at a different key. In The Wind Will Carry Us, the car, the symbol of contemporary Tehran, quits its tiresome journey at the base of Siah Derrah, suggesting its incongruity in this temporality that is stuck in history.
	Like the stalled automobile, the protagonist and his invisible film crew linger in stasis through this film because the death they have arrived for fails to occur. Life in The Wind Will Carry Us continues on indifferently to the desires of the fictive filmmakers, unsatisfying any sense of forward narrative progression. In The Wind Will Carry Us, Behzad longs for the speed of urban life in a land unyieldingly slow; the fact that their elderly subject ages to a hundred years old is redolent of this slowness. As film scholar Negar Mottahedeh remarks on this tension, “The hero of our film wants this woman to die so that he and his crew can return to their worn urban lives having amassed some great ethnographic material,” and the lack of finality that is so characteristic of Kiarostami’s films suggests an open-ended epilogue that extends beyond the temporality of this narrative (Mottahedeh 126). This film literally concerns the wait for someone to die, and without death and definiteness, the film cannot substantially move forward but instead meanders without immediate purpose.

Theoretical & Historical Background
	With the meandering sense of narrative progression detailed in the previous sections in mind, the following theoretical and historical background offers a basic theoretical groundwork to supplement our understanding of the Iranian cultural specificities otherwise lost. Gilles Deleuze’s Cinema 1: The Movement-Image expands Henri Bergson’s earlier thoughts on movement and time. Bergson theorized movement as inextricable from time, producing a homogenous, continuous flow of duration, or durée. Cinema could only approximate this flow by way of an artificial mechanism that separated individual frames in successive sequence to simulate constant movement. Thus, Bergson casts cinema off as superficial and producing merely a false sense of temporality because it can only capture the abstract understanding of time through mechanical assemblage. Durée embodies an organic, lived, intuitive sense of time that the machinery of cinema can never approach. According to Bergson, the nature of film is ill equipped to facilitate the pursuit of knowledge, asserting, “We take snapshots, as it were, of the passing reality, and, as these are characteristic of the reality, we have only to string them on a becoming, abstract, uniform and invisible, situated at the back of the apparatus of knowledge” (Bergson 323).
	Gilles Deleuze expands on the writings of Bergson in Cinema 1, theorizing cinema not merely as discrete static frames in which movement is added artificially when all are edited together. Instead, he thinks of cinema as directly constituting movement, with any instant whatever contributing to a qualitatively changing whole with a continuity of movement. In The Wind Will Carry Us, Abbas Kiarostami’s largely static frames with a continuously moving vehicle underline the conception of continuous movement. In Deleuze’s Cinema 2: The Time-Image, he identifies a steady development of passive entities no longer in control of individual agency. Indeed, Kiarostami’s frequent documentarian characters wielding cameras throughout his body of work prove more like passive spectators than active agents within cinematic space. This underlines cinema’s optical strategies and capability for opaque, open-ended images that render audiences attuned to his meticulous, albeit poetic, visual language. Nevertheless, Kiarostami takes this general theorization even further, wedding it to the cultural specificities and nuances of Iranian history and Persian poetic and religious contexts. Current cinematic discourse is attuned to a lens of Western critical commentary, and The Wind Will Carry Us demands contextualization within Iranian cultural frameworks. Comprehensive film analysis of Iran has been inadequate, a thought that Mottahedeh points out, asserting, “Little critical attention has been paid to the puzzling grammar that emerged in the cinematic language of Iranian films made after the 1979 revolution” (Mottahedeh 4). In consequence, investigating The Wind Will Carry Us at the intersection of aesthetics, temporality, and politics offers much room for further critical inquiry.
	Studying the films of Abbas Kiarostami and New Iranian Cinema through the lens of theories emerging primarily out of Western Europe suggests a slippery mentality susceptible to imposing unsuitable ideas on the national cinema. Looking at Kiarostami demands a foundation of cultural specificity to the theorization of cinematic time before launching into more abstract, globalized accounts of similar theory. Following the tumultuous events of the 1979 Iranian Revolution and the coup d’état spearheaded under Ayatollah Khomeini, the new regime attributed Iran’s “state of self-estrangement” to “the national body’s alienation from its own sense perceptions, these being configured by the state’s fundamental attachment to film technologies” (Mottahedeh 1). What this warning supposed was the ongoing pollution of the state by external, primarily Western, media and its potential damage on national knowledge-power and artistic wellsprings. Iranian cinema needed to reorient its sensory perceptions in line with national and religious identity. Kiarostami slows down temporal sensations to a crawl, gazing towards the Iranian landscape far removed from the threatening confines of urban cityscapes to potentially reach a sense of sublime truth. In addition, the lasting impact of Forough Farrokhzad’s hugely influential 1963 documentary short The House Is Black gestures at a kind of “film poetry” descriptive rather than narrative in focus that carries over throughout the work of the Iranian New Wave, and especially to Kiarostami’s approach (Rosenbaum 263). Forough Farrokhzad was a celebrated Persian poet, and her film about a leper colony in northern Iran weds technical film form with lyrical subject matter. Kiarostami certainly lifts strategies from her and the Iranian New Wave, conveying underlying social and political commentary via poetic imagery to bypass Iran’s strict censorship boards.
	The House Is Black, along with other 1960s films like Dariush Mehrjui’s 1969 effort The Cow and Masoud Kimiai’s Qeysar from the same year, ushered a new wave of young Iranian filmmakers who blended lyrical and symbolic uses of imagery and sound to depict realist narratives. These Iranian New Wave filmmakers drew from the style of poetic realism, taking visual inspiration less from existing films and primarily from Iranian literary movements. Speaking on the Iranian New Wave, film critic Jonathan Rosenbaum notes its associated filmmakers’ ability to conjure “a potent blend of actuality and fiction that makes the two register as coterminous rather than as dialectical,” blending cinematic and real time to fluid results (Rosenbaum 263). These filmmakers enjoyed increased visibility and renown in international art festival circuits during the late 1960s and early 1970s, linking for the first time Iranian cinema within a global context (Tapper 4). Subsequent political upheaval in the late 1970s suspended the Iranian New Wave for some years before the reemergence of a second new wave with filmmakers like Abbas Kiarostami and the equally significant Mohsen Makhmalbaf, whose seminal 1996 film A Moment of Innocence similarly pondered memories of Iranian history filtered through the act of image-making. 
	Abbas Kiarostami’s formative background further clarifies his filmmaking process and his contributions to the second wave of Iranian cinema after the revolution.[footnoteRef:10] The filmmaker was born in 1940 and educated in the fine arts at Tehran University, gong on to work in an advertising company and film agency with over 150 television commercials directed (Mottahedeh 89). Kiarostami launched into the international spotlight with Through the Olive Trees in 1994, prompting a nomination in the foreign language film category in the 1995 Oscars and a subsequent dossier on the director for French film journal Cahiers du Cinéma. Cementing his international success with a Palme d’Or win for Taste of Cherry in 1997, Kiarostami became widely regarded as a pivotal voice in contemporary global art filmmaking (Mottahedeh 90). As regards his filmic style, he frequently blends documentary and fiction, “a medium that Laura Mulvey has coined a trompe l’oeil, a medium in other words that fosters ambiguity through a simultaneous play on reality and illusion” (Mottahedeh 104). The deeply reflexive, metafictional narratives of Through the Olive Trees, Close-Up (1990), Where is the Friend’s Home? (1987), and Life, and Nothing More… (1992), blend these fictional and non-fictional accounts and generate an ambiguous sense of time that operates both within and outside the diegetic world.[footnoteRef:11]  [10:  See also Alberto Elena, The Cinema of Abbas Kiarostami (2005).]  [11:  For greater discussion on Kiarostami’s brand of reflexivity and post-revolutionary style, see Hamid Dabashi, “Re-reading Reality: Kiarostami’s Through the Olive Trees and the Cultural Politics of a Postrevolutionary Aesthetics” (1995).] 

	The Wind Will Carry Us and its idea of cinematic temporality carries inherently political stakes for film spectatorship. As this film – and a handful of other Kiarostami movies – unfolds, the director invites audiences to participate in a mode of spectatorship in dialogue with the formal elements of cinematic production and consumption. Slowness for Kiarostami is not only an aesthetic choice but also a political one, and his reformulation of temporality defies the style of action-oriented, Western mainstream cinema. Instead, Abbas Kiarostami boasts a distinct artistic style that Iran can claim as its own, drawing from Persian politics and poetics as thematic foundations alongside his contemporaries operating within the parameters of the Iranian New Wave. He provides a voice for Iranians, channeling a rich history of Iranian culture that would potentially go overlooked. Kiarostami’s role in global art cinema involves a number of aesthetic interlocutors and international distributors, broadening his perspective for a global context and rendering Iranian culture conversant in a larger conversation on the development of art cinema. Moreover, Abbas Kiarostami also induces the predominately European notions of temporality and expands them to cultural contexts beyond that of Western theorization. For instance, rather than wholeheartedly welcome the tradition of Bazinian strategies and Italian neorealism he’s so often associated with, Kiarostami builds from these stripped-down, quotidian frameworks to speak of a distinctly Iranian narrative and history. Moreover, Kiarostami muddles the split between the subjective experience of time within the film and measurable, objective time in reality, especially when considering the movie’s lack of narrative resolution as it leaks time beyond the confines of cinematic closure.
	Indeed, Kiarostami’s open-ended visuals problematize reality, inviting audience interpretation outside the narrative configuration of the film to withstand total ambiguity. Farzad offers no clear answers for Behzad, suggesting multiple paths to move around the town and offering indirect responses concerning the health of the old woman, claiming that she’s doing “both good and bad.” This open-endedness in narrative and image translates to the labyrinthine quality of Siah Darreh itself, depicted as a multilayered complex of claustrophobic avenues leading to indeterminate locales. The Wind Will Carry Us presents no absolute objectivity in time and space, favoring instead endlessly open meanings given the filmmaker’s proclivity for audience participation in assembling narrative clarity. This poetic-minded sense of cinema underlines stasis and slow pacing as a means to arouse deeper contemplation for otherwise unresolved anxieties. Shohini Chaudhuri specifically ascribes the term “open image” to Kiarostami’s work, defining it alongside the poetic realism of Pier Paolo Pasolini, the transcendental style of Paul Schrader, and the aforesaid theorizations of Deleuze (Chaudhuri 163).[footnoteRef:12] The open image leaves plenty of room for the spectator to scan the image, especially in deep focus with longer takes. The numerous long shots of characters walking through Siah Darreh in The Wind Will Carry Us underline this sense of openness, and Bazin’s belief that “depth of focus reintroduced ambiguity into the structure of the image” applies to the visually absorbing cinematography on display here (Bazin 36). The ambiguity of Kiarostami’s image suggests irresolution, and any sense of closure assumes to occur beyond the edges of the film narrative, in some no-where place where causal connections end up weakened, even broken. These open images give rise to increasingly optical-minded situations that privilege the image above all else in conveying the passing of time and any sense of narrative progression. [12:  The key text that she refers to is Paul Schrader’s Transcendental Style in Film: Ozu, Bresson, Dreyer (1972).] 


Kiarostami & Reflexivity
	In many cases, The Wind Will Carry Us skillfully maneuvers this idea of the open image in its numerous sequences with Behzad and Farzad routinely wandering through village streets, and these moments are freighted with adrift, cyclical qualities. Familiar images of the same city streets repeated force audiences to search the frame for answers in a narrative so dead-set on negating progressive time. Accordingly, this mode of spectatorship calls for a rethinking of reflexivity in cinema, underlining Kiarostami’s interest in expanding the possibilities of cinema and inviting the audience to take part in issues of poetics, temporality, and politics.[footnoteRef:13] The initial scene in which the protagonist sees the young guide to school and wanders aimlessly around the town before arriving at a café reveals Kiarostami’s subtle markers of the passing of time. The sky’s softening pastel shades suggest the passage of the hours, and the lack of temporal cues like clocks or calendars renders time ambiguous. Moreover, the protracted static shots from afar “reduce the degree of directorial control to an absolute minimum,” further cementing the authority of the image as paramount in the audience’s appreciation of the film (Gow 26). Mundane tasks like walking to school lend more of a sense of real time given Kiarostami’s knack for longer takes, providing ample time for the mind to wander and ruminate alongside Behzad’s own contemplative attitude. When the character inquires about the elderly Mrs. Malek’s health and is disappointed to find her health stable, Behzad and Farzad continue their habitual movements through town streets with an automatic quality as time cycles back in endless repetition. Any sense of forward progression transforms into endless, predictable cycles, facilitating audience attention with familiar imagery. [13:  For a useful account of reflexivity and Kiarostami’s “metacinematic gestures,” see Matthew Abbott, “Kiarostami’s Picture Theory: Cinematic Skepticism in The Wind Will Carry Us” (2013).] 

	Contemplative, decelerated filmmaking in The Wind Will Carry Us suggests a gentle, subdued form of reflexivity with subtle metacinematic elements that bridges the act of seeing with poetry and politics. Abbas Kiarostami has frequently visualized the dishonesty of the cinematic process, depicting characters interacting with film crews or producing a mise-en-abyme of endless film-within-a-film-within-a-film stratagems that call attention to the operations of filmmaking. In The Wind Will Carry Us, Kiarostami’s capturing of figures in the long take produces a protracted duration that encourages closer audience participation with each passing scene. In particular, the underground milkmaid sequence wherein the protagonist Behzad interacts with the unseen but dramatically concealed woman Zeynab encompasses a wide range of ideas, including the lines between the objective and the subjective, distance and intimacy, and the real and the oneiric. In the scene, Behzad attempts to woo the young woman with the titular lines of poetry, but Zeynab operates on a different temporal and spatial plane, completely in shadow and seemingly living in a different reality altogether. The scene presents an ambiguous open image of individual autonomy existing beyond the edges of the frame and outside cinematic time, wherein “Kiarostami tries not so much to define a new reality as he does to imply the existence of other realities beyond the diegetic world of the film” (Gow 29). Like the opening and closing scenes devoid of narrative context and final closure, Kiarostami raises existential questions of being given the contemplative mindset of audiences now better receptive to these ambiguities.
	The underground milkmaid sequence suggests the increasingly cryptic quality of space and the passage of time in The Wind Will Carry Us, thus producing what theorist Jonathan Rosenbaum notes as the “semidarkness” the film positions the audience in (Saeed-Vafa 34). Whether in the literal darkness (lack of light underground) or elliptical void (important characters existing offscreen) of the film, these moments force audiences to reconsider an introspective mode of spectatorship disposed to interpretation of incommunicable expressions. Moreover, Kiarostami’s penchant for recurrent empty landscapes and labyrinthine village streets renders the passage of days ambiguous until a character casually remarks that two weeks have elapsed. Indeed, Kiarostami produces a sense of “mythic time slowly unfolding, with one day seamlessly blending into another,” cementing the movie’s open-endedness and dreamlike stream (Gow 36). This indeterminacy evokes Deleuze’s claim, “a purely optical of sound situation becomes established in what we might call ‘any-space-whatever’, whether disconnected or emptied,” paralleling the aforesaid Na-koja-Abad sense of nowhere that Kiarostami envisions (Deleuze The Time-Image, 5). The Wind Will Carry Us underlines a sense of emptied time, subject to uncertainty without a precise subjectivity or reality similar to identified forbearers like Michelangelo Antonioni or Andrei Tarkovsky. Kiarostami’s poetics link with these European art filmmakers because all employ time structures that are undefined, circuitous, and capable of endless subjective possibilities. For instance, Antonioni’s 1960 film L’Avventura employs a loose time structure that unhurriedly unravels and conceals events like a dream. Likewise, Tarkovsky’s 1975 movie The Mirror presents a drifting narrative flow filtered through memory and poetry. Abbas Kiarostami renegotiates familiar conceptions of time and space with a new consideration of reality, bringing to bear traditions of poetry alongside techniques from global art cinema.
	Ultimately, The Wind Will Carry Us presents the kind of opaque, contemplative style of cinema that privileges the openness of the image over traditional narrative concerns. Abbas Kiarostami envisages a new form of spectatorship, one certainly in line with Deleuze’s imagining of cinema as that of “the seer and no longer of the agent” (Deleuze The Time-Image, 2). Indeed, the documentarian Behzad himself exists as a character who sees and never accomplishes anything substantial during his time in Siah Darreh, even failing to sync with the decelerated tempo of the town. His frequent wanderings and single-minded keenness in finishing his unmade work renders the character “increasingly detached from and disinterested in the world around him, while the viewer is invited to observe details Behzad fails to notice” (Gow 35). The lack of forward progress indicative of Kiarostami’s contradistinctive temporality gives rise to purely optical situations in lieu of immediate action reminiscent of Deleuze, and although Behzad snaps some last minute photographs of a procession at the end of the movie, these images only reinforce that things “can be seen or captured only in brief glimpses and snapshots…” (Gow 35). In The Wind Will Carry Us, these visuals suggest the fleetingness of history and memory within Kiarostami’s indeterminate view of Iranian reality. Behzad leaves the town with only scant evidential artifacts, intimating the open-endedness and ephemerality of a cinematic world meant to be puzzled over and ruminated, even if not fully understood.






















CHAPTER 2: THE UNFIXED PRESENT OF 
MEMORIES OF UNDERDEVELOPMENT
	
	Nothing endures.

– Sergio Mendoyo, Memories of Underdevelopment

	The previous chapter on Abbas Kiarostami’s The Wind Will Carry Us centered on an aesthetic consideration of temporality, but this chapter gestures towards a more urgently politically charged film in its similar dislodgment from space and time, especially given its 1960s historical context. This political charge builds upon a contemplative mindset, urging audiences towards a more active, critical engagement with history beyond aesthetics. Based on a 1967 novel by Edmundo Desnoes titled Inconsolable Memories, the film Memories of Underdevelopment (Tomás Gutiérrez Alea, 1968) depicts Cuba in a transitory, in-between state looking back on the years immediately following Fidel Castro’s socialist revolution and looking forward toward a moment before the Cuban missile crisis. Like the previous chapter’s filmmaker, Alea is also interested in a post-revolutionary inertia with a setting seemingly left behind in the annals of history. By looking at historical developments like the formation of a Cuban film institute and nascent theorizations of Latin American cinema, we’ll be better able to arrive at the allegorization of Cuba and its weary characters that Alea seems to suggest here. The film visually juxtaposes Cuba’s rustic, old-world urban sprawl with an aimless protagonist prone to recurrent wandering like the central character of The Wind Will Carry Us. The relationship between the space and its characters is crucial for Alea’s project that suggests an uncertain future for an increasingly deserted island with no sense of present time. I aim to show that Memories of Underdevelopment employs its protagonist Sergio as a metaphor for Cuba itself. I argue that Sergio’s nostalgic reflections about a bygone Cuba that no longer exists amidst revolutionary socialist politics suggests an imagined, mythical history that repels the dreary prospects of the future. Sergio, like 1960s Cuba, exists in an obstinate, limbo-like stasis set adrift and robbed of activity.
	Tomás Gutiérrez Alea produces this disconnect between the past and present not only in terms of Sergio’s characterization and a meandering narrative, but with his technical choices as well. Frequent uses of flashback with a disjunctive voiceover, appropriation of found newsreel footage from archives, and inclusion of still photography call attention to a fascination with the past and how characters remember Cuba. My examination of this film proposes that these devices contribute to a sense of disarticulation amongst the characters, or an inability to communicate within the present realities of Cuba without reconstructing an illusory past. Sergio lacks anything particularly meaningful to say in his dismal present situation, and he becomes a character removed from his own environment. This observation is important because it also mirrors the in-betweenness of Alea’s film espousing a kind of Europeanist bourgeois sensibility responding to the developments of Latin American film theorists shedding these traditions. Like the previous chapter, this investigation of Memories of Underdevelopment will hopefully clarify the histories and cultural factors often unheeded in film analysis, as well as the contemporary theoretical texts that surround such works. This factor is important in sidestepping a Western-centric narrative of analysis, emphasizing the need to contextualize and provide background for a Cuban filmmaker steeped in his own culture. Although Memories of Underdevelopment may borrow from European traditions and theorizations,[footnoteRef:14] Alea boasts a blossoming post-revolutionary visual language all his own and frozen between the world of past and present. [14:  For a distillation of European traditions and theorizations, see J. Dudley Andrew, The Major Film Theories: An Introduction (1976). For a rethinking of these theorizations in the context of marginalized national cinemas, see Sumita S. Chakravarty, Rethinking Third Cinema (2003); and Stephanie Dennison and Song Hwee Lim, Remapping World Cinema: Identity, Culture and Politics in Film (2006).] 


Alea & Post-Revolutionary Cuba
	Although the background of director Tomás Gutiérrez Alea and the Cuban political situation of the time are important cultural contexts for examining Memories of Underdevelopment, existing European film styles also inform the foundation of a national cinema in the service of giving a greater voice to the people of Cuba. Alea’s style may lend itself to real-world cultural and historical contexts of a post-revolutionary locale, but there is no such thing as a genuine, singular national cinema. Instead, these contexts and influences work in conjunction, further signifying the tension between the work of the past and a forward-looking Cuban cinema just beginning to form. 
	Alea is a filmmaker who began and ended his career in Cuba, associated with the political regime even if he’s also critical of many aspects of its power. The director studied at the Centro Sperimentale in Rome and graduated in 1953, perhaps directly lifting the influence of Italian neorealism while there (Stam 94). Like many of his Latin American cinematic contemporaries, Alea built upon the work of Italian neorealism and Soviet montage cinema not because it was wholly apropos to nationalist struggle and underdevelopment, but because it provided certain visual strategies in filming impoverished peoples. These strategies included on-location shooting, longer takes emphasizing real-time duration, and rougher images sometimes filmed with cheaper handheld cameras to produce documentary-like images of reality. On-location shooting and the use of unprofessional non-actors for supporting characters gesture towards an immediate, authentic representation of social life on real streets instead of the artifice of studio filmmaking. Alea emerged from Cuban national film production and the establishment of the ICAIC (Instituto Cubano del Arte e Industrias Cinematográficos), or the Cuban Institute of Film Art and Industry in March 1959, an attempt at a national film language by the state but inspired by established Soviet filmmakers who came before. These Cuban filmmakers studied “…the theories of Soviet filmmakers such as Sergei Eisenstein… and Lev Kuleshov,” only to refashion their cinema apart from Soviet didactics and towards subject matter more relevant to early 1960s Cuba (Stone 66).
	Moreover, the 1964 co-production between the Soviet Mosfilm and the ICAIC in Mikhail Kalatozov’s I Am Cuba blends the film cultures of Cuba and the Soviet Union under a Russian filmmaker, and this cross-pollination of Latin American and European traditions offers a surreal perspective of Cuban politics. I Am Cuba’s reconstruction of unruly Cuban politics via “dizzying camera movements and a chaotic, even bullying, visual rhythm” involves single takes that endlessly prolong time and a handheld camera swerving through bodies that renders the passage of time as sensory spectacle (Stone 67). This film embodies one particularly expressive example of the hybridity of Cuban and European filmic traditions, tying the unique political situation of Cuba within a broader pool of established aesthetic strategies. Alea’s filmmaking methods and aimlessly wandering camera echoes Kalatozov’s earlier work, and Alea further extracts techniques from a European tradition with expressly Italian neorealist influences. If Cuba exists in a state of underdevelopment, then postwar Italy certainly embodies similar characteristics that Alea’s films readily evoke. More specifically, Alea’s lifted neorealist strategies include the aforesaid techniques but especially filming on-location around the streets of Havana, capturing gritty footage on handheld cameras, and employing non-professional actors for the supporting characters. An early feature film of the ICAIC dealt with the revolutionary struggle itself, Alea’s 1960 episodic movie Historias de la Revolución, a film that offers a retrospective glimpse at late 1950s Cuban politics. Its fragmentary, episodic structure is born out of Italian neorealism, and specifically Roberto Rossellini’s 1946 movie Paisan, which cinematographer Otello Martelli also shot (Chanan Cinema, 147).
	Films like Historias de la Revolución and Memories of Underdevelopment wistfully envision an unlived, potentially imaginary history of Cuba. Quoting the writer Eduardo Heras León, Cuban film theorist Michael Chanan identifies the motivation behind these films, restating, “We were anxious to relive the history that many of us had not been able to help make” (Chanan Cinema, 145). Independent Cuban cinema under the ICAIC would rebel against domineering hegemonic powers in the 1960s, ultimately forging a national cultural identity dissimilar yet borrowing from other traditions. Alongside the influences of Italy and the Soviet Union, Cuban filmmakers also admired the youthful and nonconformist French New Wave and its nostalgic tinge that reminisced and reassembled Hollywood conventions.[footnoteRef:15] Moreover, the use of newsreel footage and found photography in Memories of Underdevelopment creates a sense of ambiguity between the worlds of the fictive and the real. Such devices render Sergio a spectator in the backseat of the film’s reflection on Cuba and the revolution, ultimately entrenching the intellectual antihero in constant stasis. [15:  For more on the intersection of Cuban cinema and European new waves, see Paul A. Schroeder, Tomás Gutiérrez Alea: The Dialectics of a Filmmaker (2002); Geoffrey Nowell-Smith, Making Waves: New Cinemas of the 1960s (2008); and Rob Stone, “Mother Lands, Sister Nations: The Epic, Poetic, Propaganda Films of Cuba and the Basque Country” (2006).] 

	The filmic traditions and theorizations produced in Latin America expanded its European roots while also remaining in dialogue across diverse cultures. The cinema of the burgeoning “Third World” was formed out of colonialism and refers to the economic and political structural subjugation by colonizing nations.[footnoteRef:16] Coined in the 1960s by Argentine filmmakers Fernando Solanas and Octavio Getino, Third Cinema thus addressed neocolonialist issues and political strife that directed national conflict (Dennison 5). Meant to decolonize viewers from domineering, subjugating power relations, Third Cinema offered an alternate voice in cinema for the typically disenfranchised.[footnoteRef:17] In addition, the further establishment in the 1960s of “el nuevo cine latinoamericano” witnessed Latin American filmmakers working through theories of underdevelopment to break down the elements of economic exploitation by urban centers (Chanan Remapping, 38-39). Coupled with Cuba’s enjoyment of “100 percent literacy by 1963,” these highly politically charged, neocolonialist film theories reflected a populace that was moderately informed and increasingly educated (Goodman 28). The ICAIC broadened Cuban filmmakers’ familiarity of global cinema and film history further, screening foreign films that resulted in a syncretistic visual language by filmmakers that drew from a variety of traditions but for a wholly Cuban experience. These foundations brought about important cinematic perspectives in Cuba, offering narratives that directly addressed problems faced in a post-revolution society.  [16:  Julianne Burton-Carvajal further contextualizes the division between third world cinemas and first world criticism in “Marginal Cinemas and Mainstream Critical Theory” (2006).]  [17:  See also, Julio García Espinosa, “For an Imperfect Cinema” (1997); Glauber Rocha, “History of Cinema Novo” (1997); Dennis Hanlon, “Traveling Theory, Shots, and Players: Jorge Sanjinés, New Latin American Cinema, and the European Art Film” (2010); Hamid Naficy, An Accented Cinema: Exilic and Diasporic Filmmaking (2001); and Lúcia Nagib and Anne Jerslev, Impure Cinema: Intermedial and Intercultural Approaches to Film (2014).] 


Sergio in Stasis
	These cultural contexts enrich the link between Cuban politics and temporality rather than simply disavow the study of global art cinema. These contexts inform our understanding of Memories of Underdevelopment’s central character Sergio Carmona Mendoyo and his decision to stay rooted in post-revolution Cuba long after his friends and family flee the country for the United States. Alea gleans strategies and the language of different national film cultures while simultaneously trying to forge works that speak distinctly about Cuba. In the case of Abbas Kiarostami, this cross-pollination is similar, perhaps even more prevalent because of increased globalization of film cultures from the 1960s onwards. Here, Alea is directly engaging with the effect of the 1959 Cuban Revolution on Cubans over Kiarostami’s relaxed, contemplative approach. The character Sergio filters our experience of a specific setting through a purposeless, wayward human perspective in a nowhere place analogous to The Wind Will Carry Us’ Behzad, and his ennui boasts a more immediate political context. The story of Memories of Underdevelopment largely concerns the humdrum everyday life of Sergio following the mass exodus of Cubans from a country with an unsure future. Alea films the character without much to do, often seen strolling around an unhurried city, reading newspapers, exploring his apartment, listening to audio recordings of conversations with his wife, and ruminating on life in Cuba before political strife.
	Tomás Gutiérrez Alea conveys Sergio’s alienation and disarticulation from present time via a decelerated, disaffected initial sequence through his lavish but empty apartment. Upon arrival, Alea provides a point-of-view dolly shot that gently tracks through this interior space, and only Sergio’s offscreen whistling marks his presence. Gentle camera pans that overlook personal objects simulate Sergio’s head movement. This scene embodies a cinema without people; Sergio is left lonely and isolated, especially since most have departed from Cuba. Indeed, an insert shot in this sequence of a typewriter spelling out “All those who loved and nagged me up to the last moment have already gone” cements this isolation further. Sergio seems to grow increasingly invisible as well given his lack of bodily presence to establish this scene, substituting his physical existence for offscreen sound. When Alea’s camera finally locates Sergio, the director shoots the character swallowed up by a minimalist mise-en-scène reminiscent of Italian filmmaker Michelangelo Antonioni and his 1962 film L’Eclisse, underlining a sense of contemporary alienation via the empty space of blank walls.
	The point-of-view visual strategies and stark mise-en-scène contributes to Sergio’s existence as a seer rather than as an agent. His actions largely revolve around his ability to look but not to act with any substance in these initial scenes. The progress of time and the dissolution of old Cuba chips away at this character, rendering him useless and lethargic and also lacking significant goals or motivations. Sergio reflects on his desire to write a book but casts doubts on whether or not he has anything to even say. His self-doubt suggests the uncertainty of the Cuban populace given its shaky political situation in the 1960s and the greater haziness of the future to come. Indeed, Sergio directly ponders the changing status of Cuba when he spies the surrounding neighborhood with his telescope trained outside his apartment block. He questions aloud, “Have I changed or has the city changed?” and his habitual act of spying with his telescope outside his window exhibits a character left only with the capacity for looking and reflecting, rather than a character with action-oriented goals and active involvement with space. Alea films through the claustrophobic perspective of Sergio looking through the telescope, and the image shrinks to a circular telescopic frame. This tight framing suggests personal entrapment in an unfamiliar Cuban landscape, one in which “Everything is the same. All of a sudden it looks like a set, a city of cardboard.”
	Sergio sardonically remarks that Cuba is free and independent, but Alea’s tight framing suggests otherwise, instead conveying a sense of imprisonment amidst impassive architecture and the estranged citizens below. Indeed, Alea supports this sense of personal imprisonment further by interrupting Sergio’s surveillance when he checks in on his caged pet birds, realizing that one of them has died. The only release from imprisonment is through death, proposing a cynical outlook towards contemporary Cuban society. The director also portrays Sergio mired in nostalgia, and this condition is similarly alienating and enervating. The protagonist rummages through his wife Laura’s belongings left behind in their bedroom, and Alea invites audiences into Sergio’s subjectivity with occasional flashback glimpses into their past. One particular moment involves Sergio donning his wife’s discarded stocking over his entire head while he listens to an old recording of a conversation. The stocking mask looks asphyxiating (see fig. 2), as though these leftover remnants from the past are slowly entrapping and endangering a character who cannot seem to appreciate his present circumstances. If the initial images expressed imprisonment within the island of Cuba, this asphyxiating mask represents personal oppression and Sergio’s restlessness in a land without purpose.
[image: ]
Fig. 2. Sergio dons a tight stocking as a mask while he listens to old recordings of his wife.

	Sergio’s frequent acts of remembering characterize him as a figure disarticulated from the present and deprived of any substantial agency. Nostalgia takes hold of the character, forming an inauthentic fantasy of Cuba in the past and stubbornly repressing his alienated position without any friends or family. His decision to stay in Cuba proves ultimately foolish because Sergio lacks any lasting connections or professional opportunities in a place that seems to have moved on. Writing in her book on nostalgia’s role in cinema, Pam Cook admits the psychological inferences behind this inert state, arguing, “Rather than being seen as a reactionary, regressive condition imbued with sentimentality, it can be perceived as a way of coming to terms with the past, as enabling it to be exorcised in order that society, and individuals, can move on” (Cook 4). With an increasingly dire political and social future for Cuba, Sergio can only look back into the past as a means to connect emotionally with his environment, even if his attempts fail. Alea filters audience spectatorship through largely handheld, point-of-view shots from the character’s eye level on the street to invite the potential for identification with an estranged, directionless figure. This alignment with a character constantly searching his surroundings and Alea’s emphasis on controlling audience spectatorship evokes a cinema of seeing and stasis because of the character’s inactivity and largely aimless character arc. In Deleuzian terms, Sergio is a seer and not an active agent. He questions aloud, “Have I changed or has the city changed?” and his habitual act of spying with his telescope outside his apartment window exhibits a character left only with the capacity for looking and reflecting, rather than a character with action-oriented goals and active involvement with space.
	Aside from surveying from his vantage point or entertaining a book while lounging in his plush imprisonment, Sergio also circuitously tails random women with a joyless, haphazard drive. These purposeless routines throughout his daily life suggest a limbo state that parallels the leftover population still living in Cuba and the useless national political landscape more broadly. Sergio’s admission to his love interest and aspiring actress Elena, “The only thing an actress does is repeat the same movements and the same words thousands of times,” plainly evokes the current counter-productivity of a land lacking the initiative of its people. Tomás Gutiérrez Alea then proceeds to display a number of edited clips from existing movies with the footage repeated over and over again to make this point absolutely clear. Incessantly repeated gestures and dialogue from these selected movies conjure a hellish limbo that audiences must watch without reprieve. These clips are revealed in the ensuing scene to be the censored cuts from films spliced by the Revisory Commission following the events of the socialist revolution. Alea’s inclusion of found footage material underlines his interest in history. Indeed, Carole Goodman’s observation on the materiality of Cuban film history emphasizes the importance of existing physical media as a means to revisit the past, maintaining, “A culture is documented through its material production. As the culture shifts, this material evidence remains as the only means of reconstructing its past” (Goodman 22). Despite Sergio’s frequent musings on the past, he ultimately lacks any sense of individual identity and is disentangled from the present reality. Thus, Sergio portends the indefinite status of Cuba itself.

Cuba Without Future
	Not only does Alea allegorize the aimless narrative of Sergio to suggest the indeterminate status of the country trailing from the political and social upheaval in the 1960s, he also situates Cuba within a temporal-spatial zone caught between the worlds of this pre-revolutionary past and unclear future. What follows in this section is a more thorough investigation of the Cuban setting and the ultimate regression into nostalgia that characters face in relation to this locale. The movie ties a specific space and a specific sense of time from the beginning, identifying Havana, Cuba, in the year 1961 as a definite setting. Cuba represents a self-contained island trapped in the past, and Alea notes in intertitles how “many people have left the country.” Thus, movement is tied to temporality; departing from Cuba suggests moving forward in time and not staying rooted in a place without future.
	Alea introduces his setting in the opening scene with handheld images of fast-paced musical revelry, and this scene establishes an underlying collision between movement and stasis that lies at the heart of the film. These introductory images have a documentarian, neorealist style as though Alea simply brought out his camera to the outside street to film non-actors enjoying a real curbside fiesta. Largely filmed in close-ups and medium close-ups, the camera appears to drown within the merriment, and moving limbs and bodies often block the shot. When a man is shot and killed, the initial events continue with only a few bystanders pausing to witness the bloodshed, establishing a tension between movement and stasis amidst violent change. The handheld camerawork produces very shaky, raw footage as though the murder that occurs is un-staged and incidentally filmed. Alea films bodies blocking our view of the murdered victim, and the gaze of the camera is similar to that of a bystander disarticulated from the reality that surrounds them. This notion is important because it establishes prevailing themes throughout the film regarding the disruption of Cuban society and daily life. Despite the bloody scene that unfolds, the spirit of the party appears unperturbed by this violence, and Alea’s rhythmic images assume disregard towards change and the party continues. These rapid images embody a far cry from the largely uneventful, reserved narrative of Sergio to follow. Consequently, this opening scene feels almost dreamlike, especially because it bears little if any relation to the ensuing narrative. The final freeze frame close-up of a partygoer breaking the fourth wall is swept out of time, isolated from the continuous movement of this sequence and anticipating Alea’s use of still photography as a narrative device and remembrance of historic events.
	The country itself is both a geographical and temporal island, a kind of no-where place similar to Siah Darreh of Abbas Kiarostami’s film and similarly isolated from the rapidly changing social and political climates outside its borders. Sergio calls Cuba an “underdeveloped island” and Havana a “country town,” further indicating its regression to a simpler, archaic state and not a modern place like the bourgeois metropolitan areas he admires. The character even directly likens himself to the tropics of the Cuban landscape, admitting, “Here everything matures and rots easily. Nothing endures.” Lacking a promising future and constructed with a nostalgic, imaginary sense of the past, Cuba exists in a present state of uncertainty and disarticulation, out of touch with time.
	The eponymous “memories of underdevelopment” are the memories of Cuba before the revolution and the mass exodus of residents from the country, and characters frequently allude to this status as the identifying aspect of the country. The term also carries economic implications, suggesting pre-revolutionary Cuba’s inferior industrial development and its aforementioned status within the Third World. Sergio voices Cuba’s “inability to relate to things… to accumulate experience and to develop,” personally associating the term underdevelopment with an inconsistency or inability to sustain an idea without it falling apart. One of the ways Alea envisions this disconnect is through an audio-visual rupture when he presents images of moving lips without words or still photographs with accompanying voiceover, suggesting the disarticulation across peoples in Cuba. Voiceover narration involves images looking back at the past juxtaposed with a voice emanating from the present day, indicating a temporal confusion between past and present. Sergio also plays audio recordings in his apartment that inversely deliver voices from the past with images of the present, further cementing this audio-visual disconnect. Like the still frames of French filmmaker Chris Marker’s 1962 short La Jetée, a French New Wave film that the Cuban film institutes would have screened in the early 1960s, Alea employs still imagery as a device to highlight themes of temporality and looking back at the past. Indeed, Memories of Underdevelopment closely resembles La Jetée because Alea visually expresses entire backstories in still images with thoughtful voiceover narration guiding the narrative. Moreover, as in La Jetée’s inclusion of a museum setting with objects encased behind glass frozen in time, Memories of Underdevelopment also includes a museum setting that calls attention to Cuba’s static condition. However, the locales of Alea’s film ultimately feel less like a time capsule and more like a mausoleum, deadened and derelict.
	The use of flashbacks offers a glimpse of Cuba before the flight of many citizens, and Sergio in the present day longs to recapture this nostalgia in any way possible. When he attempts to give Elena his wife’s old clothes to model – echoing Alfred Hitchcock’s 1958 movie Vertigo and its protagonist’s similar reconstruction of the past through costuming – the past flirts with the present despite Elena’s initial discomfort at these gestures. Again, Alea’s architectural mise-en-scène comprised of tight framing in doorways and blank empty walls convey interpersonal and even temporal estrangement in this scene. Sergio and Elena seem to have minds occupying different time zones; Sergio is stuck longing for a nonexistent past while Elena belongs to a budding young future. Alea’s shot-reverse shot editing schema visualizes this disconnect, with both characters initially occupying separate spaces in the frame before slowly coming together under Sergio’s bossy terms. This scene provides a rare instance where Sergio appears driven and energetic, brought about when the possibility to reconstruct the past lies at hand. He enthusiastically entertains his guest with coffee while Elena appears far less interested, plopping on his couch and aimlessly scanning her environment.
	The scene centralizes themes of constructing identity and historical politics, and when Elena comments that Sergio is neither “revolutionary nor counterrevolutionary,” in essence, without identity, she concludes that he’s merely “nothing.” In contrast, the purposeless Sergio aims to impose an identity onto Elena. He offers his separated wife’s clothing to model, and Elena appears markedly troubled by Sergio’s desire to revisit his wife’s left behind belongings. They kiss, but not without Elena initially pulling away and crying. Alea films Sergio as a domineering, outright menacing character in this scene, slowly stalking forward when Elena playfully retreats. Sergio appears desperate to recapture the flame in his past life, even if it means building an artificial semblance of what it used to look like. Furthermore, Alea follows this scene with a flashback with similar visual language, one in which he films Sergio’s oppressive eyeline match looking downward as he slowly stalks towards his terrified wife. The transition into flashback wherein he relives a traumatic argument he had with his wife when she admitted her desire to leave him and the country behind links the emigration to a kind of personal spousal betrayal. Thus, leaving Cuba becomes a traitorous, immoral act of personal stake for a character like Sergio, and he is left to reckon with the aftermath of this inflated betrayal.
	Even Sergio’s close friend Pablo leaves the country, declaring, “Everybody knows what’s going to happen here,” but clueless remnants like Sergio claim ignorance over the future because of their nostalgic preoccupation with an imagined, wistful past. Sergio longs for a Eurocentric, bourgeois Cuba even though this kind of place is at death’s doorstep with the revolutionary turmoil, an illusion rooted in a mythic past. Instead, people like Elena underscore a sense of underdevelopment for people like Sergio, calling attention to the temporal ruptures present in Cuba. Elena occupies another world, a temporal register out of step with Sergio’s subjective vision of reality. She doesn’t appreciate his ways because she’s considered “underdeveloped,” or rooted to a pre-revolutionary Cuba out of touch with increasing industrial demands, but it’s Sergio who lacks any concrete foundations in everyday life and instead uselessly waxes nostalgic like a fading relic without much time remaining.

Beyond Cuba
	Memories of Underdevelopment offers a political take on temporality by situating its setting and characters in an adrift status unsure of its future under changing government and consequently thinking back on history to find clarity. This temporal division produces a present locked in stasis, again producing characters robbed of activity and reduced to passive spectators. Stylistic choices such as the inclusion of found footage and still photography, isolating long takes and shots, and on-location shooting in a deserted Cuban landscape are not only aesthetic, but politically-minded choices. This tension between aesthetics and politics emerges in Alea’s conception of temporality in cinema, and he envisions a surreal, inexact world unsure of its own sense of time, purpose, and history. This increased, conscious stylization alongside political motivations certainly fits in the turbulent decade of the 1960s. Put into a broader consideration of global art cinema beyond Latin America, meticulous aesthetic strategies and filmmaking techniques can emphasize the political commentary put forth by the filmmaker.
	Now that we’ve examined two films in detail and how temporality is presented or addressed in terms of international art cinema, we gain an understanding of the aesthetic and political ambitions that motivate these filmmakers. Alienating effects can rouse audiences towards conscious mindfulness of the images before them, allowing for amplified political and social criticism beyond mere aesthetic ploys. These strategies are especially pertinent in late 1960s cinema and onward, opening room for an investigation on the intersection of film form and urgent political discourse. By looking at these cultural contexts, we are able to appreciate an alternate reading of cinema that often goes unheeded. Although critics and filmgoers may not be fully aware of the culturally specific contexts of these works apart from dominant, primarily Western theorizations, this investigation of temporality contends that these films cannot be read so transparently, and that broader perspective captures a more authentic mindset equipped to experience these movies.


















CHAPTER 3: RECONSTRUCTING HISTORICAL TRAUMAS &
DEATH BY HANGING 

	The suffering of this or that person grips me because there is an escape for him.

– Bertolt Brecht, On Theatre

	The intersection of historical trauma and memory plays a center role in Nagisa Oshima’s 1968 film Death by Hanging. Solipsistic, internalized thoughts of characters lost in memory and a mysterious loss of memory suggests Oshima’s interest in how postwar Japan remembers its own history. Past historical traumas and the political upheaval during the 1960s play a role in constructing the present national identity of 1968 Japan. In Death by Hanging, unresolved trauma is worked through by being acted out, evoking a Freudian compulsion to repeat undesirable acts.[footnoteRef:18] Theorist Adam Lowenstein succinctly identifies historical trauma in cinema as the allegorization of “events as wounds… wounds in the fabric of culture and history that bleed through conventional confines of time and space” (Lowenstein 1). In Oshima’s film, these wounds are initially repressed and must be brought to bear via processes of reenactment and direct engagement with spectators. Death by Hanging must fold the past back into the present, creating a liminal space that addresses multiple temporalities, some of which may even be contrived.  [18:  For a useful annotation of psychoanalysis, memory, and cinema, see Shoshana Felman and Dori Laub, Testimony: Cries of Witnessing in Literature, Psychoanalysis and History (1992). The primary texts from Sigmund Freud that I consult to understand the workings of trauma and repetition are “Beyond the Pleasure Principle” (1955) and “The Uncanny” (1995).] 

	When we examine Death by Hanging alongside The Wind Will Carry Us and Memories of Underdevelopment, we’re also looking at how cinema allows us to pause for reflection and align our spectatorship with directionless characters in the wake of political revolution and even world war. These moments of reflection allow audience experience to confront and critique film and temporality. Oshima engages trauma and repressed memories through Brechtian distanciation devices and reenacting performances, and these become critical tools that he renders distinctly cinematic with his additional use of take lengths, close-ups, and camera movements. Through the process of breaking down and reenacting scenes, Oshima identifies the potential for cinema to engage characters and audiences in histories that may be too exacting to encounter directly, linking audience spectatorship with the transformation of his protagonist’s own subjectivity.
	Traumatic events that cannot be represented directly must consequently be re-coded through loaded signs and sounds. Lowenstein performs an analysis of allegorical moments, intertwining film, spectatorship, and history with “registers of bodily space and historical time” (Lowenstein 2). In Death by Hanging, history and traumatic memories that have been repressed are mapped onto an individual body. A past that cannot be reached in the present must be coaxed out from the subconscious. In Freudian terms, trauma must be acted out physically to be understood with any sense of meaning. The repressed historical traumas that Nagisa Oshima is interested in revolve around questions of survivor guilt, war responsibility, national identity, and the recovery of society in postwar Japan. Following the protagonist known only as “R,” Death by Hanging traces his final moments as a criminal on death row but digresses when his execution by hanging fails and leaves him with amnesia. The military officials overseeing his execution cannot simply reattempt the hanging because under Japanese law, his lack of memory for his past crime renders him oblivious to his culpability as though he is a different man separate from his criminal self.
	Nagisa Oshima employs a documentarian approach to introduce his film, complete with explanatory voiceover narration and extended tracking camera movements but collapses this claim to realism upon an admission of R’s unresolved trauma and his failed execution. Thereafter, Death by Hanging attempts to decipher this uncertain traumatic past by way of disruptive Brechtian strategies. These techniques involve heavily stylized camera angles, expressionistic mise-en-scène, deliberate restaging of narrative events, and a reflexive engagement with the fourth wall as a means to call attention to memory’s selective construction of the past and to urge audiences towards heightened critical awareness of Oshima’s craft.[footnoteRef:19] Oshima also employs a constructivist approach to montage, evoking strategies that Bertolt Brecht theorizes alongside elements of the montage principles of Sergei Eisenstein as evident in a film such as Battleship Potemkin (Sergei Eisenstein, 1925). The assembly of disparate scenes forms a meaningful whole, and juxtaposition produces a jolting collision of images. This rupture is what Oshima is primarily interested in, and he jumps around time and memory to form new understandings of how cinema can partake in individual subjectivity and collective memory. Brecht is an important theorist for Death by Hanging, and even his co-written 1943 film directed by Fritz Lang, Hangmen Also Die!, looks upon similar themes and images of wartime trauma and execution by hanging. In foregrounding structural form and the act of working through and acting out historical trauma, Oshima molds a vision of unconscious anxieties perturbing Japan in the late 1960s. These anxieties embody a collective memory and underlying psychological hurt, and the present is intertwined with the lingering traces of the past. However, trauma renders this past unstable, and Oshima films an inability to see things clearly. His Brechtian strategies lifted from theater overly stylize the film’s narrative, and this stylization heightens our critical attention to the artifice both in the characters’ restaging of the past crime and in memory afflicted with trauma.[footnoteRef:20]  [19:  See also, Russell J. A. Kilbourn, Cinema, Memory, Modernity: The Representation of Memory from the Art Film to Transnational Cinema (2010).]  [20:  The central text from Bertolt Brecht that I consult throughout this project is Brecht on Theatre: The Development of an Aesthetic (1964). I also considered Robert Stam’s Film Theory: An Introduction (2000) and Reflexivity in Film and Literature: From Don Quixote to Jean-Luc Godard (1985) in making sense of the intersection of reflexivity and different artistic mediums. ] 


Oshima in Postwar Japan
	Nagisa Oshima occupies an interesting position in the study of global art cinema because his films speak to a distinctly Japanese history and culture following the end of World War II while also engaging with an increasingly international film culture. Examining both the specific contexts of postwar Japan as well as Oshima’s relationship to broader film culture lends insight into the historical and cultural complexities of Death by Hanging, especially as it relates to the depiction of trauma. At stake is the interlacement of Japan’s rapidly changing developments in postwar politics and society with a burgeoning new wave of Japanese art filmmakers. Death by Hanging invokes not only diverse aesthetic strategies, but also urgent political questions faced by a Japanese society uncertain of its own evolution.
	Prior to the 1960s and after the immediate wake of World War II, films that addressed historical traumas employed the hibakusha archetype, or an individual affected by the atom bomb (Lowenstein 84). The hibakusha represented persisting suffering and postwar destruction on the national psyche and on the landscape, recalling similar themes of Italian neorealism and the aftermath of the war. Early postwar feature films like Children of Hiroshima (Kaneto Shindo, 1952) directly portrayed the guilt and lasting scars of the bombings at Hiroshima and Nagasaki.[footnoteRef:21] However, the most recognizable postwar engagement with World War II came by way of the creature feature movie Godzilla, a work that allegorized Japanese trauma with a tangible malicious source (Honda Ishiro, 1954). Nagisa Oshima’s childhood revolved around wartime anxiety and trauma, having reached adolescence around the time of the end of World War II. From an early age, Oshima and the general populace contended with the fallibility of Japanese society, themes that carry over onto Death by Hanging. [21:  See also, Noël Burch, To the Distant Observer: Form and Meaning in the Japanese Cinema (1979).] 

	Nevertheless, Nagisa Oshima’s formative education and political involvement during his student years significantly shaped the leftist political commentary conveyed in many of his works. While a student of law at Kyoto University, Oshima was involved in left-wing student groups, including highest leadership roles in the Kyoto Prefecture student alliance (Turim 9). From here, he picked up Communist party ideologies and leftist group organizing strategies, subjects that would surface in politically-oriented films such as his class conscious story A Town of Love and Hope (1959) and the radical filmmaker-activists of The Man Who Left His Will On Film (1970). Death by Hanging also delves into Oshima’s engagement with left-wing political activity, especially concerning new wave filmmakers and student demonstrators questioning issues of national identity and capitalist economic recovery of Japan during this time (Turim 62). Such films explore the nature of individual consciousness and the collective psyche to unearth postwar traumas left over from a violent war.
	Nagisa Oshima’s career blossomed alongside what would be considered the Japanese New Wave of the 1960s, though he also formulated a voice all his own.[footnoteRef:22] Initially a contract director for Shochiku Studios, Oshima was invariably provocative to the point of suppression by the studio after his polemic Night and Fog in Japan (1960) and its sharp Marxist critique following the unpropitious assassination of a Socialist Party politician (Rosenbaum 161). Later films adopted Oshima’s interest in a modernist Japanese style, drawing from personal reflections as well as “his feelings, his psyche, his unconscious” (Turim 5). Of special prominence in the style of Nagisa Oshima is the concept of shutaiteki, directly translated as “active involvement” and referring to the exteriorization of interior subjectivity, an expressive visual schema less interested in realism and more on the unconscious (Turim 6). This filmic style placed emphasis on the filmmaker’s active role in shaping the film, and Oshima often wrote treatises on his own works and featured characters occupied in the role of movie making. The director’s plentiful efforts throughout the 1960s coincided with the rise of what would be called the Japanese New Wave. Film theorist David Desser identifies the decade spanning between 1960 and 1970 as the prime duration of this movement, claiming Oshima’s A Town of Love and Hope as the starting point for “films which take an overtly political stance in a general way or toward a specific issue, utilizing a deliberately disjunctive form compared to previous filmic norms in Japan” (Desser 4). Other important directors included Seijun Suzuki, Masaki Kobayashi, Yoshishige Yoshida, and Hiroshi Teshigahara. In spite of this new wave, Oshima harbored distaste for the moniker, and he often distanced himself from claims to a national Japanese cinema as evidenced by his international co-productions like the Japanese-British 1983 film Merry Christmas, Mr. Lawrence, starring Western rockstar David Bowie (Lowenstein 103). [22:  For a comprehensive run through key points in the development of Japanese cinema, see Alastair Phillips and Julian Stringer, Japanese Cinema: Texts and Contexts (2007).] 

	Nagisa Oshima’s work can be difficult to categorize into a singular tradition, as it frequently involves international co-production and a multiplicity of subject matter, formal styles, and themes that concern issues within and beyond Japan. Still, Oshima had profound impact on Japanese art cinema and its commentary on postwar society, especially with early works like Night and Fog in Japan. This early film was in conversation with French filmmaker Alain Resnais and his 1955 work Night and Fog. Both films address the importance of sustaining the memory of historical traumas rather than sideline them to the margins, with Resnais addressing the Holocaust in Europe and Oshima addressing leftist student movements under the banner of “Zengakuren” in the aftermath of World War II and their struggle for Japanese governmental self-determination. Resnais presents a kindred spirit to Oshima, and his later film Hiroshima Mon Amour (1959) also tackles issues of memory, forgetting, and postwar society very similar to Death by Hanging.[footnoteRef:23] Likewise, Oshima’s film and its protagonist “R” seems to take inspiration from Resnais’ Last Year at Marienbad (1961), a film that similarly calls its protagonists with single letter names like A, X, and M in Alain Robbe-Grillet’s screenplay. Its dreamlike quality overlaps with Oshima’s own interest in the oneiric, and Death by Hanging portrays the reemergence of buried trauma with a nightmarish, heavily stylized quality. [23:  For a more detailed account on the union of memory and national identity on Hiroshima Mon Amour, see Sugimoto’s “The Temporal/Spatial Logic of Japanese Nationalism: The Narrative Structure of Film and Memory” (2008).] 


Disrupted Time
	Death by Hanging begins with the rhetorical question “Do you support or oppose the abolition of the death penalty?” and Nagisa Oshima opens his film with a claim to documentarian realism only to deconstruct and call into question such narrative and stylistic forms. Like Resnais’ Night and Fog, Oshima’s exploratory camera tracks through spaces of historical trauma under guidance of voiceover narration. These opening images detachedly tour around the taboo execution chamber, and the narrator’s fact-checking voiceover alongside these visuals resembles an educational documentary more than a fictional narrative film. Oshima trails the initial rhetorical question with statistics from 1942, in which 71% of survey-takers opposed abolition of the death penalty. The film then asks those who oppose it if they’ve ever seen an execution chamber, and Oshima’s opening images suggest an answer to that question.
	Oshima’s camera details for audiences the inner workings of an execution chamber and the immediate process leading to a hanging, including the prisoner’s final meal and last wishes, and these distanced images lack emotional involvement altogether. As a male voiceover matter-of-factly states information about the facility, the camera pans at eye-level according to the narrator’s guide. The camera position at eyeline level evokes a human presence touring the chamber, but Oshima maintains a cynical, satirical edge to the proceedings. Camera positions and movements survey an unremarkable environment rather than involving the audience with an engaging narrative, and there are no fictional characters in this opening whatsoever. These opening images depict a grim and taboo process concerning death, but Oshima comically presents this subject matter with a detached tone like a travelogue or a tour video. Indeed, Oshima’s filmography has frequently dabbled in taboo subjects, as in the explicit sexuality of Pleasures of the Flesh (1965) and In the Realm of the Senses (1976), but here the subject involves controversial topics like death, trauma, and the state. The didactic process of voiceover narration and detached camera movements that guide our gaze seeks to objectively inform audiences of the death penalty process, but this coolly objective style creates dissonance with the deviant, traumatic subject matter. From this dissonance surfaces a darkly comic irony, reminiscent of the absurd farce and social commentary of Jean-Luc Godard in his 1967 film Week End, or later mockumentaries that deride claims to documentarian realism and the disengagement of audiences to this kind of imagery.
	Nagisa Oshima begins peeling away at these initial documentarian images upon the camera’s arrival at the hanging room within the chamber, and he introduces reflexive imagery that suggests a commentary on film spectatorship. The execution chamber is veiled behind a curtain, and these curtains are pulled back only after the prisoner is blindfolded and handcuffed. The image of a bound and sightless prisoner in contrast to the privileged position of the audience allowed to see every inner working of the execution chamber creates a divide that Oshima questions throughout the film. The camera shows a viewing room behind glass for those present during an execution, and the voiceover narrator explains, “The witnesses can thus see the condemned all the time.” This viewing room is safe but distant, framing only a limited portion of the chamber through a small and barred window (see fig. 3) If trauma is too difficult to bear directly, then this viewing window suggests a similar negation of full reality. Moreover, a shot of the witnesses to the execution mirrors the image of theatergoing audiences watching a movie. The viewing window itself resembles a rectangular movie screen, and it serves as a mediating barrier for images of trauma. Curiously, the camera’s gaze is able to penetrate through this barrier and show all aspects of the execution chamber. The suggestion is that cinema can augment our faulty sight and reveal things otherwise overlooked.
[image: ][image: ]






Fig. 3. A shot-reverse shot of spectators and the framed, cinema-like execution scene.
	
	The suggestion comes with a caveat, however, because cinema’s images run the risk of losing their importance when audiences exist at a remove from them like the execution witnesses. The military officials witnessing the execution of R watch with un-empathetic, passive eyes, and this passive state of spectatorship lacks the critical mindset necessary for politically engaged audiences. To alleviate this dilemma, Oshima utilizes Brechtian strategies to rouse audiences into action and critical awareness. The filmmaker disrupts the documentary-like opening minutes of the film with R’s failed execution, ushering in a darkly comic and outlandish story with more stylized cinematography that heightens our awareness of cinema’s artifice. This changed form of spectatorship produces a different engagement of time. Whereas The Wind Will Carry Us and its poetic-minded politics lulls audiences into a contemplative mindset and Memories of Underdevelopment represents a kind of cinema at a temporal crossroads, Oshima champions an unapologetically polemic cinema.
	R’s refusal to die after his hanging and the sound of his heartbeat echoing in the soundtrack after the failed execution suggest the ubiquitous presence of some unresolved trauma, one for which the military officials deny any responsibility. R’s execution is an allegorization of postwar society and politics in the late 1950s and early 1960s. National spotlight concerning the act of killing emerges with talk of the death penalty and war, both aspects over which the state has control. Oshima himself notes his protagonist’s real world parallel with the infamous criminal Ri Chin’u and his murder of two students at the Komatsugawa High School in 1958 (Oshima 166). Postwar society in Japan is reeling from the aftermath of World War II and the formation of a new Japanese society, and the trauma of the past is often sidelined. As it regards the failed hanging of R, those who live through an execution are deemed as suffering from dementia and do not receive a second execution until they realize their guilt. Interestingly, the military officials all defer responsibility over the execution’s failure, and they too need to recognize their own guilt instead of dodging the truth. Nagisa Oshima suggests that these characters are all unconscious of the past and the reality that surrounds them, much like the status of postwar Japan, and this mindset is brought about by the state. 

Revisited Time
	For historical trauma to be interrogated, artistic expression reconstitutes these traumas so they can be brought to bear. R doesn’t recognize himself but exists outside his self. Writing on the topic of trauma in postwar Japanese literature and film, David Stahl notes, “the survivor of the trauma seeks to come to terms with the existence of a radically altered sense of self, one that may even be viewed as a second self” (Stahl 6). The military officials worry over R’s soul as though it has been lost and that the person they now look upon represents a completely different entity altogether. In consequence, this new body with a lost history must be re-introduced to his past trauma by way of reconstructing the traumatic narrative externally (Felman 69). Time must be revisited through art, and this is a topic that Oshima regularly examines, such as in The Man Who Left His Will On Film. In that 1970 film, Oshima depicts a man filming his life’s final moments before a thief steals his camera. Film thus serves as a medium to carry on memories long after others are completely shut out, but there’s also a compulsion to repeat these same memories. In the case of R, the military officials reenact his crime to jog his memory back to the present. Oshima’s narrative style blends past and present together with this deliberate staging of events, producing a heavily stylized sense of time passing.
	When the military officials rehearse R’s past crime like a theater production, they call attention to the falsity of their own act in the service of reconstructing the reality of a past event. They create fictions out of history, improvising dialogue and scenes for their story-within-a-story. Oshima invokes Brechtian distanciation devices and the theater of the absurd throughout the film, depicting an unbelievable scenario and character behaviors that seem absurd, nonsensical, and illogical. Of importance with the theater envisioned by theorist Bertolt Brecht is his concept of Verfremdungseffekt, or “alienation effects which decondition the spectator and ‘make strange’ the lived social world, freeing socially conditioned phenomena from the ‘stamp of familiarity,’ revealing them as other than ‘natural’” (Stam 147). Death by Hanging’s initial gestures towards documentarian realism break down in favor of heightened artifice, and as audiences, we become more attuned to the unresolved, ambiguous traumas that plague the ensuing events. 
	With the military officials’ restaging of R’s crime, the remembered past replaces the real event. The doctors claim that R suffers from amnesia, and R’s vegetative, passive daze must be reenergized with these fictionalized retellings of history. Theorist Pam Cook uses the term “prosthetic memory,” wherein “reconstructions of the past produce replacement memories that simulate first-hand experience,” and this condition lies at the heart of Death by Hanging (Cook 2). R’s early role as an audience simply watching these events unfold mirrors our own experience. The military officials physically restage R’s strangling of his women victims to rekindle his memories, revisiting past trauma that has been suppressed. Instead of simply watching the execution of a man from a privileged vantage point, these military officials now have to slow things down and deconstruct an act of violence. They slowly stage it and throw their own physicality to a performance rather than passively watch. Like the audiences viewing this film, we have to be engaged in history and not simply let time wash over us, lest we run the risk of indecision like Sergio in Cuba or ineffectiveness like Behzad in Iran. Oshima envisions an alert, politically active form of spectatorship that results from his stylized disruptions of cinematic form, and the characters of his film encounter great change as well.
	Oshima furthers his commentary on film spectatorship when R joins the military officials in acting out the scenes, leading to further engagement with his traumatic past. Earlier scenes depict R simply watching the staging unfold, such as a scenario in which R asks what a family is. The bespectacled official acts out a domestic drama representing R’s rocky childhood in response, staging scenes of alcoholism and familial conflict. Here, Oshima’s camera rests at the eyelevel of R, aligning our spectatorship with his. These staged scenes for R’s spectatorship evoke the live performance of theater because Oshima films with long takes that emphasize the unbroken performance of his actors. Likewise, the official playing R in this scenario constantly barks stage directions and gives advice to make the performances more “Korean-like,” mirroring the role of the director staging a scene and heightening a sense of falsity. These reflexive gestures break down our sense of reality, and the official even breaks the fourth wall and directly talks to R midway through the performance. Oshima pans his camera left and right between the audience of R and the performers, signaling breaks in the fourth wall. This engagement is usually one-way, with R rarely interacting with the actors of their staged play. One of the actors even strikes R on the head, claiming that physical shock may bring him out of amnesia. This gesture evokes Brechtian strategies in which the sensory “shock” of the theater will bring about a new kind of spectator more engaged with spectacle. In this context, the purpose of theater is to force R to confront his suppressed trauma, and likewise, for audiences to consider the underlying traumas that plague postwar Japan more broadly.
	When R eventually comes to participate in the mock staging of his life, Oshima blurs the distinctions between theater and cinema to produce a jarring distancing effect. During R’s first performance with the actors, Oshima eschews the initial long takes from the point-of-view of the audience in favor of continuity editing. The film cuts to close-ups of R in the corner, his head bowed in his arms and back to the actions of the military officials. Some cuts match on action, such as a head turn that repeats upon cutting, emphasizing the edit in time. Moreover, the actors of the performance introduce props like a bicycle and bottles that contribute to the reality of the domestic scene and enliven the mise-en-scène. Changing camera angles like a low-angle shot looking up at R signals the transition from theatrical to cinematic strategies, transferring Brecht’s visual schema onto the language of cinema. Reenactment may be tactics lifted from theater, but Oshima’s bizarre editing patterns and fluctuating camera takes have a distinctly cinematic quality. The unrestrained, frenetic editing patterns have a confrontational quality that pulls the past into the present, demonstrating the temporal gestalt of the film and how disparate scenes linked together via Oshima’s editing produce tension and shifting patterns of spectatorship necessary for political action.
	The ultimate project of Death by Hanging is to enliven the spectator so that they may be mindful of the temporalities and politics of the film. Contrasting the disengaged, dispassionate opening, Oshima employs visual strategies that break with the lulling passivity of depoliticized filmmaking. Combining Brechtian distanciation techniques with jarring editing practices and camera angles open up moments that break disengaged spectatorship and force both his characters and audiences to forthrightly confront distressing historical traumas, violence, and questions of identity. With R no longer serving as an audience member, the characters are performing only for themselves at this point in the hopes of discovering any buried trauma to overcome. The effect evokes a narrative flashback, but Oshima depicts only the memory of an event instead of reality. Because these characters are merely acting out history, Oshima calls attention to the artifice of the storytelling process and how individuals enact a process of selective memory in their engagement with the past. Ultimately, the film reveals innate anxieties of the military officials and Japan’s violence against Koreans. Only upon revivifying the spectator with stylized performance and spectacle can these national historical traumas be brought to bear. Nagisa Oshima is less interested in passive filmmaking but in cinema as a kind of political tool, one with revelatory capacities that shocks but ultimately uncovers clarity through trauma.








































AFTERWORD: OUT OF TIME

	The length of a film should be directly related to the endurance of the human 	bladder.

– Alfred Hitchcock

	When we watch a film, we bring our interpretive processes and personal experiences to fill in gaps in time and create meaning with/from the images projected onscreen. In short, we become part of “the creative process” as Abbas Kiarostami asserts,[footnoteRef:24] working with the texts and discovering the possibility for cinema to speak to our historical, social, and cultural memories. The Wind Will Carry Us, Memories of Underdevelopment, and Death by Hanging prove difficult to watch at times, infused as they are by complex historical contexts and obfuscated in abstruse visual schema. Movies, especially those produced within the strictures of commercial Hollywood filmmaking, are sometimes regarded as escapist fare, welcoming audiences with conventional formulae and relaxed narrative structures. Approaching works like those by Kiarostami, Alea, and Oshima demand attentive spectatorship to engage in their commentaries on temporality, politics, and how we remember history. For those willing to immerse in the strategies of global art cinema, these films will sidestep easy escapism in favor of a deeper entrance – towards difficult truths, traumatic histories, repressed memories, and the world. [24:  Kiarostami’s notion of the audience’s role in “the creative process” of cinema is alluded to but not directly quoted in an interview on The Wind Will Carry Us with David Sterritt on Film Comment, “With Borrowed Eyes: An Interview with Abbas Kiarostami” (2000).] 

	The three films relapse into history as a means of commenting on their current political and social circumstances, and to demonstrate cinema’s potential in aligning audiences within a specific experience of time and history. These filmmakers provide images loaded with meaningful subtext, evocative of historical traumas or idealized pasts that propel both characters and audiences into time long gone. When Sergio silently muses in his lifeless apartment, Alea dislodges us into the past via a cut to a flashback in point-of-view shots, thus funneling our vision through his Sergio’s ruminating subjectivity. A pathetic compulsion to repeat lingers throughout these movies, as when Sergio dresses Elena in his wife’s old clothes or when R in Death by Hanging must restage his boyhood in the service of finding self-identity. The past defines these human beings, and the invocation to history does not immediately uncover truth and clarity so much as it lays bare innate traumas steeped in darker hours. Despite these traumatic blockages, cinema can reclaim that hidden world fallen through the cracks of time. Even if memory may be faulty in Death by Hanging or pastoral Iran relegated to the nowhere obscurity of Na-koja-Abad in The Wind Will Carry Us, film allows us access to the seemingly inscrutable confines of history and the mind. Film lets us see the passage of time, framing it in expansive long shots that chart movement across landscapes or editing in ruptures that splice up unbroken duration. Jolting editing patterns can compress time and long shots extend it, and both practices organize our experience so that we can travel forwards and backwards as well as draw our attention to the ebb and flow of history.
	What we gain in looking at the intersection of temporality and politics in global art cinema is this entrance to the past, and these films occasion the opportunity to reflect as audiences and think upon the changes from then and our current situations. If the present is too complicated to address straightforwardly, cinema can journey back in time for clarity, whether to disentangle the knotty history of violence and postwar society or the aftermath of national political revolutions. In The Wind Will Carry Us, the protagonist’s lengthy drive deeper into Iranian countryside is akin to time travel, permitting a slowed, contemplative mindset as he reenters a residual landscape out of step with modernity. More than just poetically visualizing a personal journey through time, Kiarostami’s lingering shots and unhurried camera invite us to reflect on the historical changes of Iran and the implications of this temporal divide between worlds. Looking at these films next to one another, we can consider how their protagonists have a certain passivity or blockage in memory that must be renegotiated through out spectatorship in order to make sense of the past. If we want to engage with history and politics, we need to reengage with it vis-à-vis cinema. The protagonists of all three movies are spectators of sorts, their gaze filtered through mediating obstructions like cameras, windshields, telescopes, windows, and that imaginary fourth wall. For directors like Kiarostami, Alea, and Oshima, there are endless possibilities in the way cinema can expand our vision and train our minds to the past. In that instant of remembering, we uncover lost time.
	Looking at the intersection of temporality and politics in the contemporary landscape of global art cinema, we find the culture steadily refocusing values from political urgency to artistic, contemplative expression. These lowered political stakes certainly make sense given the revolutionary midcentury yielding to the gradual stabilization of national politics towards the new millennium. So if global art cinema increasingly loses grip on its political edge the farther it moves away from revolutionary and postwar change, then we must reconsider the medium’s relation to temporality along different lines. Take into thought the recent move towards de-politicization in the filmography of Abbas Kiarostami, whose 2010s movies Certified Copy (2010) and Like Someone in Love (2012) speak not on the political and social contexts of Iran but on European art and imagined romance in the former and Japanese cross-generational intimacy in the latter. These movies are European co-productions starring non-Iranian actors, and Kiarostami aims his attention at more general themes that bypass his earlier gestures on working through issues surrounding the evolution of society and politics. For a more salient commentary on temporality and Iranian politics, the most polemic work comes from filmmaker Jafar Panahi. One of his recent features, This Is Not a Film (2011), is an illegally filmed documentary that directly comments on the status of Iranian politics and artistic censorship through reflexive, Brechtian staging devices reminiscent of Death by Hanging and Kiarostami’s own Close-Up. Even then, Panahi must grapple with numerous restrictions that curb the kind of revolutionary expression present in earlier decades.
	In the United States, recent scrutiny over cinema and themes revolving around temporality continue the trend towards aestheticization over political exigency. The much lauded independent feature Boyhood (Richard Linklater, 2014) casted its decade-spanning film production as an extraordinary aesthetic ploy. Linklater documents the materiality of time passing by mapping personal change onto the physical bodies of his dedicated performers as they age in real time. Likewise, his Before triptych[footnoteRef:25] and the many years separating each entry stir audiences into reflecting on the past histories of his central couple and the process of individual change across decades of time. Although Linklater’s independent productions still largely rely on the flow of real time passing in the present moment over greater considerations of historical reflection, these works represent films with conventional narratives willing to experiment with temporality with greater meaning than a typical multiplex blockbuster. That said, given the conclusion of prominent new wave cultures in this new millennium, those works from global art filmmakers that do retain political urgency in how they approach temporality stem from countries just now finding headway in the global arena. [25:  Those films are Before Sunrise in 1995, Before Sunset in 2004, and Before Midnight in 2013.] 

	In particular, current theorizations towards a “slow cinema” embody one of the most intriguing areas where we can find remarkable cinematic works that address history and politics through temporal processes. This is a kind of cinema that privileges stillness and the aestheticization of duration, a “reflective art where form and temporality are never less than emphatically present, and a diminution of pace serves to displace the dominant momentum of narrative causality” (Flanagan 16:9, n. pag.).[footnoteRef:26] Sharing similar strategies as The Wind Will Carry Us, slow cinema values contemplation. It centralizes imagery, leaving only sparse snatches of dialogue. Slow cinema evokes the transcendental style theorized by Paul Schrader and even earlier works that afford great stretches of time to contemplative inaction like Journey to Italy (Roberto Rossellini, 1955) or Late Spring (Yasujiro Ozu, 1949). The latter example is especially noteworthy for a contemporary director like Abbas Kiarostami, whose 2003 experiment Five Dedicated to Ozu identifies the foregrounded act of critical spectatorship when elongating shot length and immobilizing the camera. [26:  His complete thesis that conceptualizes slow cinema is worth a read. See Matthew Flanagan, “Slow Cinema: Temporality and Style in Contemporary Art and Experimental Film” (2012).] 

	Slow cinema rewards patient and intuitive spectators with time for deeper, poetic contemplation. Longer and longer films such as the extreme running times of those by Filipino director Lav Diaz or Hungarian director Béla Tarr afford temporal occasion to reflect on changing national and cinematic landscapes. Lav Diaz operates with typically static shots protracted to extremely lengthy takes meant to convey “the ‘real time’ experience of ‘the struggle of the Filipino people’ (or what he also refers to as ‘the Filipino psyche’)” (Flanagan “Slow Cinema,” 90). The measured sequence shots of his 2007 movie Death in the Land of Encantos, whose running time approaches ten hours, chronicles a poet’s revisitation of his childhood home and his reckoning with the past. Here, Diaz’s elongated cinematic temporality functions to engage with our sense of sight and reflect the world around his camera. Lav Diaz’s most recent film Norte, the End of History (2014) signals a significant turn for the director given its wider distribution and reception. Despite Diaz’s increasing renown in festival circuits and distribution in the West, his film continues an affinity for Bazinian long takes and distinctly Philippine themes of temporality, society, and subjective experience without diluting his craft in favor of accessibility (see fig. 4). Likewise, Béla Tarr’s 1994 film Sátántangó exceeds seven hours and employs comparable temporal strategies. Tarr accompanies his long takes with gentle camera movements that take on a cadenced rhythm of approach and retreat, inducing a feeling of meditative tranquility. Both Lav Diaz and Béla Tarr offer longer films with less willingness to cut into patterns of montage, encouraging the opportunity for intellectual clarity. The time afforded to viewers in slow cinema lends the time to think upon the past, building upon André Bazin’s theorizations of temporality and expanding how we engage with the moving image.
[image: ]
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Fig. 4. Lav Diaz’s image of a floating body evokes Tarkovsky (top).
Deep, long shots stir a contemplative register (bottom).


	 Of final interest to this project’s examination of temporality and politics in contemporary global art cinema is American filmmaker Joshua Oppenheimer’s 2012 work The Act of Killing, a documentary that develops themes similar to Nagisa Oshima’s Death by Hanging. This film suggests the possibility for urgent politicization through its cinematic strategies, and like Oshima’s movie, The Act of Killing blurs the boundaries between fiction and reality to speak to how we remember the past. The documentary looks back on the genocide of over 500,000 Indonesian people in transition to the anti-communist authoritarianism that dominated the country until 1998. Like Death by Hanging, The Act of Killing addresses the past via a process of reenactment. Oppenheimer casts real-life political executioners Anwar Congo and Adi Zulkadry, inviting them to reenact their traumatic killings not in the effort of producing reality but to visualize the subjective world of memory and fantasy. Their reenactments become increasingly violent to the point of Anwar suffering physical nausea, and The Act of Killing heightens its artifice to surreal, dreamlike levels in response. Oppenheimer blends highly stylized elements from disparate genres like musical dance sequences and gangster film costuming to provoke audience spectatorship. The effect distances audiences from any passivity, shocking audiences into a perspective much more critical of the media and its falsifying capabilities. Like Anwar, we are spectators complicit in the perpetuation of willful forgetting, and cinema supplies us with the means necessary to reformulate our own vision and rouse us into necessary political action.
	In this thesis, I hope to have fairly evaluated the relationship between temporality and politics and the efforts of global art cinema in articulating these concerns. The Wind Will Carry Us, Memories of Underdevelopment, and Death by Hanging provide ways in which filmmakers have cut across historical periods and cultural contexts to comment on how we engage with film and cinema’s access to the past. These films are insightful, sometimes even playful, in how they conceptualize a kind of temporality that plunges audiences into the depths of history, driving us to reflect on its meanings and aftereffects in our present spectatorship. Whether these directors invoke the Bazinian ideal of deep focus in these films’ open-ended imagery or Brechtian distanciation techniques that call upon our critical attention, our relationship with history gains new focus when we look upon images from cinema. In The Wind Will Carry Us, we see a lonely automobile filmed in a sumptuous widescreen long shot, unhurriedly roving through winding pastoral roads. Eventually this car will be abandoned when characters must slowly navigate through the tight confines of the film’s secluded village, but the cinematic strategies remain the same. We watch time leisurely unfold, pondering its passage through this space and through history itself. Somewhere in these images lie greater truths, if one only takes the time to contemplate and pause for reflection. This cinema of duration and of temporal progression evokes the slow march of images, frame by frame, in a movie theater. Like the flow of history and the course of our own lives, it simply passes through.
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