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Abstract

This dissertation explores the concept of loss and the possibility of consahedibm

We n d eThesSalsof the EartiLaurie Andeso n Blesart of a Dogand Alexander

S o k u rOoiental £legythrough a method thatter-read the filmswith poetic elegies.

Schill erés c | d@DsrSpaziergag( indme edldRgikeo NariaRilked s

Duino Elegiehave keen used iexaminingThe Salt of the EartAnd a &teHdlderlin poem

filn lieblicher BAued ( i lLonv e | y  Ritilise@iroperusingriental Elegy In Heart of a

Dog Ri fiSdhwadze Katzgl i Bl ack Cat 0) and Derek Walcott
among othersshed light on the working of the elegiabave put these films in a

conversation with poems to investigate how a filmic elegy can be informed by poetic elegies

and how the twaurts operate similarly while they are governed by varied sets of rules. While

most studies on loss are informed by psychoanalyttiealries | have focused otihe formal

ways in which these films portray loss and consolation, using one art, poetrguag

frameworkto illuminate the other art, film. | propose thaflihe Salt of the Earththe

movement of the elegiac benefits from Deleuzian moraag®e film strides towards solace

manifested in resuscitation of Amazonian forests and the art of paptogihe technical

montage and the thematic elegiac convergart of a Dog however, bases such a motion of

elegy on the Buddhist concept®Bardowh er e t he narr at oercredted ecr eat
her self through theemedyof love. Finally, Oriental Elegyoperates within an apophatic

discourse, proposing metaphor and poetic thinking as potential yet transitoryssdurce

consolation. While these filngrievedifferent object of loss, ranging from humans, animals,

lands, and even abstract, jplsbphical concepts such as the meaning ofalighappiness
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and whereas they introduce various remeslieh as art, lovegndmetaphoythey function

similarly formalistically. Taking its cue from Diana Fuss who revisits Freudian melancholia

and benefting from the idea that correlateslossand e at i vi t y aobserfiedingur at i
Julia Kristeva and Peter Sacks, ttissertatiorshows how th@rieving subjectsre

positioned in an ibetween status which allows them to move forward in the falos®f

This inbetweennesd have proposeds manifested in an elliptical structure in the filrirs.

their passage fromorrow, the bemoaning subjects resort to small sources of solace, loc

amoeni, signified by different formal and technical elementhafilms. Once analysed

cinematically and placed in a dialogue with poetic elegiegpileguebrings all the filmsn

one place, examininpemin relationtoRo b ert Hassds pagmniiMadi bat |
Inter-reading the films with this poetic elegy reveals that the musing speaker in the poem and

the narrators in the filmigceloss similarly. What defines loss is the distance between the

subjects and their loved lost ones or thingacanathat cannot be fiéd and, hence, the

bewailing subjects resort tokataphatic expression, to namjmghich is repetitive, open

ended andelliptical.
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Introduction

Prologue

In The English ElegyAmerican petcritic Peter Sacks connects the genre of elegy back to its

ancient origins, to myths, and explicates concepts of mourning and consolation in mythological
stories such as Theocritusés AFirst I dyll .o H
examininga long list of elegies written in English throughout different eras. Sacks keenly
observes t haetn aecltenge netss aorfe ainr eentry i nto a pree

This connectionmeans a merging afiyths into poetry and pointsiore specitally, to creatbn

ofanew form in | ight of an old, mother form. S
submit, by quotation or translation, Weo the s
know that, historically, the elegy hasundenge t r ansf or mati ons. Accordi
a poem of mourning and consolation, has its r

drivinghif rom t he Greek el egiac ver se Jherefore, Satkst i on a
is speakingf mutation at the heart of the elegy.

In A Little Book on Formanother American poeritic, Robert Hass, addresses the
guestion of elegy by dAtrackiThgEnflightElegy Sa0B ¥ 0 s
Hassaffirms suchtransformations in both the form and subject matter of the glegfing that
the form Awas originally associated with the
pentameter, and the term passed into Latin meaning any poem using the e¢egidcdih . 06 Has s
then states, fiDonnebs er oadcdi e eifiBrdadiamdcloiumd st
Wi n e the list of elegiesand continuing to name Spenser and Milton as belonging to the

tradition of pastoral lament and indeed the start oEtiglish elegy (296)n The Classical



GermanElegy Theodore Zi ol kovberlSpaziggga®s € mtTdh eS cMail Iklog r ¢

precursor of what he calls fAcl assical Ger man
Amedi tati-¢cki mbsuenrgjvacbsn as a model for fAGer man wr
and Pl aten down to Ril ke, Trakl, and Bobrowsk

The elegy has become manifest in different inned and genres.or example, William
Empson speaks of varied types of pastoral in his ISmoke Versions of Pastor&@ther critics
and thinkers draw attention to the availability of the elegy in prose. For instance, John B.
Vickery investigates the elegy in fiction Rrose Elegy: An Exploration of Modern American
and British Fiction The emergence of mer arts,such as photographpglaces theritics in a
relationship with a different set of questions about the elegy, one which is Jissial.
Ellenbogen specifically addresses sugklationship n i On Phot ographic EI eg
connects photography and death both historically and formalistically.
Subsequent to the invention of photography, the elegy found its way into theayeo¥
artistic expressiarcinemaDiana Fuss, one of the critics used throughout this dissertation,
affirms, in her meditationonloss hat el egy i s fda utirtaals Dyongmmatii o ne
Modern3). With the creation of different atthenew forms can be built on oldenes
Photography and thdittion andnonfiction film express the concept of loss, benefitting from
discussions that have long dominated podbgualoss. Some of these discussions incthde
relationship between the subject and object of loss, the possibility of consolation, and the
presence of the absent loved one in the poem.
Taking its cue from such critics as Sacks and Fuss, this digseiiatds, as starting
points, that, first, elegy has undergone changes and can transpire in diffedsst of artistic

expressionand, second, oratcan be read through the premises of anothesther words,



following the logic of transformation idéfied by Fuss and Sacksh@ography ad film can be
exploredin thelight of poetic elegypoems of mourningconsolationand desie for the loved
lost one.

This study explores the concepts of loss and the possibility of consolation in three films:
TheSalt of the Eartloy the German auteur, Wim Wendeétgart of a Dogoy the American
artiststoryteller, Laurie Anderson; ar@riental Elegyby the Russian filmmaker, Alexander
Sokurov. The compound fdel egiac cinemao points
and then cinemas a visual, medium. Another premise of this research is that while elegiac film
is defined by the uniquieatures of the film form- camera movement, shot angle, sound,
editing, etc-- it is also informed by the older genre, the elegy. Carrying the legyat its
heart, the elegiac film, as a rather n@&diumof visual expression, can be a perpetuatibtihe
Western elegiac tradition, borrowing from fAde
elements of the mothart As much as elegiac poetry and the myths of lament and mourning are
connected, as shown by Sadksntemporarglegiac filmis informedby the older elega
poetry.

Accordingly, | read tte threeelegiac films through conventions which have dominated
the literature on poetic elegies but at the same time remain faithful to the unique features of the
filmic medium.Attempts have beemadetoconne¢ he fApoeti c, 6 for all th
imprecision of the word, and the nonfiction or documentary film in what has come to be known
as Athe poetic mode, 0 theorized by film theor
nonfictionfilm which seems to have very little connection with actual verse. Similarly, in
Apoetico fiction fil ms, | insteadeféortsdordraw @link e f er enc

betweerpoetry and filmare mostly limited to films bindependent filmmakersuch as Joseph



Cornell, Lawrence Jordan, Stan Brakhage, Nathaniel Dorsky, and JeromeCHiles. have
explored these filmmakens relation to the poetry of Federico Garcia Lorca, Robert Duncan,
Gertrude Stein, John Ashberry, respectively. The conmebgbtween these filmmakers and poets
is made, most notably, by the film critic P. Adams Sitneyhe Cinema of Poetry will touch

on some of these studies below, focusing mainly on two central figures whodupted the
poetic with the filmic:Sitneyand Nichols.

What might explain the particular link between elegy as a poetic form and films, both
fiction and nonfiction, about losdPis in fact surprising why critics and film theorists writing on
loss and mourning in cinema have turned a blind eyleetexistence of the ancieant of poetic
elegy, overlooking the abundance of elegies and the elegiac literature, and making little use of
the elegy in interpreting films on mourning. Much of the literature on filmic elegy is
disconnected from elementkthe elegylnsteadthe available probes into the elegiac film
mostly draw on psychoanalytic theories by the towering figof€seud and Lacan, and do not
engage elegy as a poetic form. There seems to be no appetite for such a connection, perhaps,
because of the different coordinates that these two different art forms create and the different
tenets they are governed.l#s the geat Russian filmmaker, Andréarkovsky states in
Sculpting in Time, Reflections on the Cinemafievery art form é is born
its particlular | awso (60).

This dissertation anadgs film cinematically, benefitting from the discussiohshe

elegy. How can poetic elegies inform filrafdw, in analging the film, can one crogefer to

Tarkovsky sees the similarity between |iterature
practitioners in both fields to take what they want of what if offered by the real world, and to arrange it in
sequence, 0 adding, fi twide and gkmefal, butiit seierosrio mma goyakednpalptba r  t o
cinema and | iterature have in common. o Tarkovsky
stemming from the essential disparity between word and screened image; for the basic diff¢hance

literature uses words to describe the world, whereas film does not have to use words: it manifests itself to

us directly (6662).



elegies to enrich readings of the filmic mediukty conviction throughout this research has

been that we can gain a fresh outlook about the workingsgifel&lms, about the features and
elements that dominate them, by iateading the films with poetic elegies. We know, for

exampl e, that some of the struct?Thisanggratioh At he
of trope from one art to another tEato crosdertilization of formsandthese old and defining

elements have found their way through the film art, too.

In order to know what special features the elegiac films of this dissertation benefit from, |
need to situate the films within both elegiac films and poetic elegy. Some of the questions which
may be asked includ&vhat is the elegiac film? Wat are the imications of reading an elegiac
film in terms of an elegiac poem? Does or, indeed can, such a film act like a poetic elegy? Can
elegy be visualMow does a visual form like film depict los#hat kind of affinity do these two
different art forms, one verhane visual, have? In other words, can asiatya film about loss
in the light of tke discussionw/hich have dominated poetic elegies be helpifsi®uch a cross
referring fruitful?Do these two forms of elegy, that is, poetic and filmic, have a beamiegch
other?What are the elements of elegy that can be traced in nonfiction film? How can film qua
film, represent loss and consolation while it benefits from a poetic form? In what ways can the
technical elements of the film, such techniques as camevament, types of shots, music,
colour, the verbal aspects, cinematography, among many others, heighten the elegiac elements?
Il n what ways is the Apoetic modeo of document
elegiac modé¢hat | am trying tanvestigate?

Although not all these questions are addressed in this work, they certainly have been

instrumentain my analysis of the filmsThis dissertatiomnswers to some of these questions

2This trope is called Kommos fidefined by Aristotl e
and a ¢Sadkg35)06 0



through a detailed analysis of all the three films whicHieseexamined cinematically and then
read in the light of poetic elegies. In what follows in this introductory chapter, | will first discuss
elegy as a poetic form, providing a brief account of the literature on loss and mourning. | will
then proceed tthe wider discussion of the differekinds d intersection between poetry and

film and will then narrow down to the studies on poetic nonfiction film before focusing on
elegiac nonfiction film that this dissertation is set to explore. After these sedtiahss,

discussion of elegy/mourning/loss and intersection of poetry with film, I will present my method,
setting my thoughts against the available literature on both poetic elegy and elegiac film in order
to examine elegiac films. Subsequently, | Waly out my methods of anaiyng the films,

discussing my findings thereafter. However, perhaps before addressing how | am going to
embark upon reading the films within an elegiac framework, it is useful to speak briefly about
the approaches and theorieattmform my method in examining these films from an elegiac
perspective. Let me turn my attention to the first part of this compound, the elegiac film, and

di scuss el ements of elegy for a moment. I n ot

Elegy, Mourning and Melancholia

The elegy has not been exempt from formalistic upheavals and has, since its genesis, undergone
transformations. An ancient form, the elegy portrays loss and consolation, however meandering

its path has been throughout bist William Watkin points out such mutations in his boOk,

Mourning: Theories of Loss in Modern Literature wr i t i ng t hat the genre
several thousand years from vegetation rites, through pastoral poetry, to pastoral poetry about
loss,eventually ending up inthe modern,p@h r i sti an form, 0 adding t he

from pastoral to elegiac conventionso (68). W



generic hybrid, d suggesting diablavebeenn t he genr
amalgamated. Such a combination is what informs my work, as | have drawn on both the elegiac
and conventions that govern the pastoral.

In the twentieth century, andth a resurgence of poetry abdoss elegies have been
written in which no one is dead and no one thing or person is mourned. There is a different kind
of grief in these elegies, one which is exist
this world. The gloomy mood of the poems defining element of the elegiac. To this category
bel ongs Wall ace Stevensés poems and T. S. EIl i
death of loved ones, humans, animals or things, or whether grieving Man existentially, much of
the discussionwsrounding the elegy is on concepts of mourning and consolation, its avowal or
disavowal. Many of the works written on the genre deal with whether or not elegy can be
compensatory. PheEmlsh Ekgheléngsdosthislymmup k

In addition agood amount of elegiac literatuaedressethe ethics of mourning.
Novelistcr i t i ¢ CIl i f tThenEthBpoaNMogroiny:sGriekand Responsibility in
Elegiac Literaturea s one such book. Spargo writes from &

meaning o t he el egyds resistances to el egiac con\

the mournero6s own wishfulnesso (13), believin
et hical mourning is one which nsrwphassleady an i m
been | ost. o0 He argues at the same time that s
strongly supports Aliteraturebds fundam®nt al C

Diana Fuss, whose meditation on eledmave found very inspiring, also reflects on the ethics of
mourning, butlonlyutile s ome of her theories and not thos

t ranscend -kikowrenodrdirgg/melaamdholia dichotomy has been a guiding point for



me.Of course, myntention is not to say the Freudian distinction is or is not correct. However, |

find the binary interpretively limiting and not relevant to my study of elegiac film as the films

studied here do not show a cleart difference between the two concepts.dud ds t er ms an

Fussodés revisiting them need to be addressed h
| focus on Freudds AMourning and Mel anchol

regularly the reaction to the loss of a loved person, or to the loss of some abstraction which has

takenthep |l ace of one, such as onebés country, | ibe
to enumerate fipainful dejection, cessation of
love, inhibition of all activity, and a lowering of the seffigardiy f eel i ngs o as f eat

mourning and melancholia. He makes a distinction between the two, however, by arguing that

mel ancholia is a reaction to Athe |l oss of a |
that has beenlila@astEFoeuad celedrmaintihes further, th
has | ost but not what he has |l ost in himo (24
bet ween fimourningo and mel ancholia, 06 arguing

losst hat i s unconsci oulsosos ifi st hwei tlhadrtaewn tfhreo no bg o
addition, whereas for the mourning subject #fAi
for the melancholic Ait i s t lomesthglossofthesel f . 0 M
object, o0 in a process that is gradual (255) .

Freuddbs essay, the mourner fAis able to decl ar

o

objects (3). I n mekFrahabholbinat oFtdedoWwijietcés | si
ambivalenceo that exits between the subject a
bel ow, interpret ambivalence in the melanchol

and hate amid archaimuic onsci ous representations that are



This means that one difference between these two words, according to Freud, lies in whether or
not one can express, utter or represent the lost object. In their commentary o rgeaiald
Kazanjian note, melancholia is a Aconfrontat:i
and Aan enduring devotion on the part of the
Eng and Kazanjian, t ha tnabilitetd resoleelihe griefandfir esul t s
ambival ence precipitated by the |l oss of the |
fiunlike mourning, in which the past is declared resolved, finished and dead, in melancholia the
past remains steadfastlyl i ve i n tdhe presento (3

In the twentieth century, debates over loss and mourning are immensely influenced and
informed by Freudbés work and t hdntewardbgf of el e

Ramazani , Freudds essay

is the basis of mostibsequent clinical and theoretical approaches to grief: psychoanalysts

as varied as Karl Abraham, Melanie Klein, John Bowlby, Jacques Lacan, and Julia Kristeva
have reinterpreted and reinvented its ideas, and literary critics and theorists have exdended it
terms into discussions of everything from literature of the Holocaust and AIDS to such

genres as tragedy, elegy, and the novel. (28)

Julia Kristeva, Nicolas Abraham, aM#firia Torokamong psychoanalysts, and Jahan Ramazani
and Peter Sacks, among critiase some of the most notable examples. It seems these thinkers
have resided in my mind, but transpired in different ways and translated into a different

vocabulary in this dissertation. Let me briefly talk about some of these key figures.



Julia Kristevé® Black Sun: Depression and Melancholga leading work on the
literature of loss, its disavowal and the possibility of consolation. Deeply drawn on Lacan and
Freud, Kristevads main preoccupation is to ex
specifiml | y Adepression, 0 i s communicated through
entitled ABeauty: The Depressive Other Real m,
beginning of this chapter, Kristdwa asp diak svagf
curb mourningo (97). Th eeteetonanung thesobjects ef lossmp or t an

later in my analysis, as a way to bring the deceased back to life, and thereby make a passage

from mourning. Kristevads effort to |ink mour
At hat nolohgert B, 60 teh atbjiex,t to | oss, all ows the su
not hingness. 0 This fAnothingness, o0 the | ost or
Awithin the unchanging harmony, here and now
to an artifice a wor k of art, or beauty, which, accor

The process of transforming the fAdepressive Vv
referred to as fAsubl irepladementakes pla@ Hjin.the proceseafh er w
sublimation. In this way, Kristeva connects loss to creativity, refusing to see melancholia as

Apat hol ogical , 06 as Freud does. I f for Freud m
creative one. This connection between ming and art precipitated my thoughts about

substitution. Engaged in a conversation with Kristeva as | was watching the films of this

di ssertation, |l wondered i f At he wambko nonfe 6hsa n d
MMFuner al Es| ast,gplyotographyhresdaiscitation of lost forests, abstract concepts such

as love and metaphethe offered remedies thefilms of this study- could substitute for the

lost object or person and, thereby console.
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In The Shell and thKernel Nicolas Abraham and Maria Torok dissect the working of
mourning and mel ancholia using their groundbr
with other major psychoanalysts of the field, mainly Freud. For Abraham and Torok,

Ai ntroijecdiminlbar to Freudobospi edenmdtofonst e arse INe ¢

says in the introduction to the book. Rand al
mourning, o0 that is, Athe gradual aocr coesp tl a rbci ed i on
attachments from the lost objemftl ove o ( 8) . Randbés summary of Ab

thoughts is very helpful and | cite him in some detail here. He writes:

Introjection is the process of psychic nourishment, growth, and assimilation,

enconpassing our capacity to create through work, play, fantasy, thought, imagination,

and | anguageé . At the same time, introjec
trauma, or loss; it is the psychic process that allows human beings to continee to liv
harmoniously in spite of instability, devastation, war, and upheaval. In short, introjection

coincides with life as it advances through an infinity of forms. (14)

These words about creatinganhr déaglgudpglea®ds echo
connection of loss and beauty. They are, at the same time, strategies for coping with loss, as the
mourning subject is nourished and grows through them. Abraham and Torok trace introjection to
Ai nfancy. o This i s a t i nxepefirwiheennc etdh ea | moonugt shiddse et
simultaneous presence. The emptiness is first experienced in the form of cries and sobs, delayed
fullness, then as calling, ways of requesting

i mmedi at el y t fiomta mdéuth filled withr acbreast td ai mouth filled with words

11



occurs by virtue of the intervening experienc
emptiness and the void experienced by the inf
cried, d h®&n to Awords. o Abraham and Torok wunegq
AThe absence of object and the empty mouth ar
These psychoanal ysts also speak of fAremedy
remeded by being turned into a verbal relati ons|
continuing, fAlanguage acts an divingdiguatt/e shhgpe f or a
to presence. 0 Abraham and Tor @leserdationang figarali s o n
|l anguage resembles Kristevabs underscoring th
Abraham and Torok directly engage with Freud©
They are Astruck, 06 as atglee y fs ayn, owietnh wbtumed or g cl
the melancholic subject attempts to hide. This concealment of the wound of the loss, this refusal
to represent it in language, is what distinguishes melancholia.
Jahan R aPoary add Mauraisg: The Modern Eg from Hardy to Heaney
drawing on Freud, gives a rather thorough account of poetic elegies written in English in the
twentieth centuryRamazani observes that the elegy has been an experiment in transition, much
|l i ke Sacks and Wa tnkatethe elefjymot thyeskavishlypadoptingits r e a n i
conventions; instead, they violate its nor ms
resisting the traditional psychology, structu

modern elegistar e r e -efil aengti i a-consolatdrygandtarncomiastic, artRomantic and

antiVictorian, anticonventional and sometimes evendnii t er ar yo ( 2) . Ramazar
Freudian vocabul ary, di stinguishing between m
ambivalento (4), and Anormativeo mourning, ho

12



redemption of | oss but to Ai mmersiono in | oss
dead in some substitute, 0 éru,to fAlpaorarcdquetedreg | tolse nc
Il ine from EIlizabeth Bishop. Ramazani adds tha
open woundodo (4).

In my analysis, | have taken a rather different perspective, which allows me to oscillate
between these two erimes of mourning and melancholia and indeed go beyond these two ends
of the spectrum. | do not believe in the open wound. Each wound may be sutured but only
partially, needing another Asuture. o Such a r
asellipticity, that can be seen in all the films dissected here. This elliptical process places the
subjects of loss in an-between status, between multiple yet small and brief moments of
consolation which | have referred to a®eus amoenys visudarts term which means a
pleasant spot. It is such anhbetween state that allows for revisiting the mourning and
melancholia binary.

Now let me focus on Fuss and her wddkjng Modern in which she, too, seems to be
revisiting Freuodés aMdusnhi mgt Melhan&leeing el egy
transformationo (3), Fuss writes that <critics
melancholia, a despondent and dispirited body of verse that refuses all forms of substitution,
transcendeme, or redemption, 0 adding that such an i

weight o at a time when death has become ever

religion, and even art come up shorto (4). Fu
despairing of modern elegies, we a#%® never, [
ABeyond consolation, 0o is, at Béyend Goasvlatiom i me , a

which Ziegler writes on elegies about the loss of AIDS and breasecaictims. Fuss believes

13



that by writing elegy, the subject of mournin

reclamation, 0 believing that writing el egy 1is
Aet hical 6: AiI n a v espeaking,adilg, asdesungvig irethetfacecosloss, s e |
no matter how irretrievable those | osses may

beyond mourning and melancholia distinction, for although she believes that there can be no

consolaton,ke nonet heless deems it ethical to write
consoling than the knowledge that ,there can b
Amel ancholia has become the new consol ati on,
providing emotional compensation, either for

looking at melancholia acknowledges the difficulty of finding selan art and writing but clings

to it nevertheless, and refuses to regard it an iliness. In fact, melancholia becomes a mourning

with the knowledge that consolation is not exactly possible. If there is any consolation, it is that

the deceased is given aige in poetry and is brought back to life in the poem. If the lost ones
candét be brought back to |ife, they can at | e
rhetorical arts of resuscitation fail to console, as they often do, poetry is no ltisg, woless
ethical, for the endeavoro (7). This refusal
Alice Kuzniar who treats melancholia not as a mental disease or disorder. Kuzniar believes that

At o speak i n ter ms ugHrepesentaiohdsnopnyokeardifferent tradibans t h
of melancholia in juxtaposition to the Freudian one that robs the depressed patient of
consciousness of her | oss and the ability to
Kuzniar suggest theiffferts to go beyond Freud and see melancholia in a different way. In

Freud, the melancholic is not capable of voice, while in both Kuzniar and Fuss the melancholic

is.
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The effort to transcend this binary can also be observed in the work of Spagtiocs
discussed briefly abovelo we ver , i t 0 s fromthe autsdt, that this dissertatiant e
while attempting to go beyond the -oftentioned distinction, is not about how disparate losses
should or should not be mourned or if they shouldteved differently. In the words of
Lambert, discussing the pastoral elegyPlacing Sorroy fa | ament for a shep
sound just like a lament for a king or one for amatefriend; and neither of these last two will
sound quite like one corped for a poetic mentor, who is at once both friend and father to the
el e gi s Thisregearchisingt on ethics, or on mourning and melancholia, or the way varied
losses may or may not be lamented in different ways or varied intensities. It is aathe
specifically, on the ways in which film can be elegiac and how the literature used for a long time
in poetic elegies can also be used in the analysis of filmic elegies. This dissertation is, in
addition, about the structure of elegy and its workiagst appears in films.

The preceding paragraphs mainly discussed elegy as a poetjgfeimgy an account of
theliterature on loss. However, my work is on filmic elegy. The use of two central terms in this
compoundilmic elegyor elegiac filmdemandsituating this research within both elegy, as a
poetic form, and film, as a visual art. Certainly any medium requires paying attention to the
special structures that rule that medium. | have treated my elegies as films about loss. | am aware
of the distirct characteristics of the film art and, hence, | have attempted a detailed analysis of
films in the main chapters. In fact, one of the main premises of this research is to say how,
despite being a new and different medium with its own distinct featuees|eagiac film is
informed by the older form.

With the emergence of new forms at the turn of the 20th century, and then the subsequent

advent of the motion pictures, as | briefly argued in the prologue, the fusion of these new forms

15



and old ones is notsaurprise. Let me for a moment give a brief account of how poetry and film

have been in a conversation since the invention of motion pictures in order to locate the work

within its filmic landscape, and portray a picture of the kind of affinity elegy hiwsfivn. But

before I rush into this coupling, | need to highlight the ways in which film and poetry in general
have interacted in the work of fil mmakers and
between the nonfiction film and elegy beforgitey out a map of my method and the prism

through which | have treated my filmic analysis.

Film, Poetry and the Poetic

Many attempts have been made to consider these two art forms togethverer, within this

broad field of studyfew have brought nonfiction film and poetry together to investigate how

they have informed each other and thereby open uphnewons in the artistic production of

both genres. Of course, these endeavors have approached the iotecge¢bese media

differently. Some try to explore the multipleays in which cinema has been influenced by

poetry and some, conversely, explore how poets have been informed by the film art or by certain
individual films. In addition, there have been tterio wed thesm a subgenre called poetry

film and film poetry.

What i s the meani nlgAdvenhturésmpfderteptiopcotti n ci ne ma?
MacDonald touches on this complex debate and
to the act of writing poetry nor to particular poetic texts but to a human sensibility that can take a
wide variety of f or msfimmakerBuiuel,MadDenalpsaysmi nent S

attemptech definition of HApoet i ecitefltalkmCion ewha | aes daen i
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|l nstrumenti nf oMe xPiocea riyn 0195 8. He defines fApoet.i
or more concretely cinema as imstrument of poetry, with all that this later word holds of a
sense of liberation, subversion of reality, a passage into the marvelous world of the
subconscious, and the nonconfor mi MacDohald t he r e
106). EvendérBufiuvelwh o i s wusually considered to be one
little to do with poetry.

MacDonald writes that during thedelopment of the avaigiarde cinema in the 1920s,
Germaine Dulac, Man Ray, and Salvador Dali made fimigh wereseen as a medium for
artistic experimentation, incorporating Dadaism and Surrealism, into cinematic form. These
filmmakers sought to find whatever artistic means they ciouildeir experimentatiorand
poetry, arguably the oldest art, was given a spgiace. For exampléJanhatta(1921), jointly
directed by photographer Paul Strand and painter Charles Sheeler, was a combination of text and
i mage, using Walt Whitmanés poetry.

In the 1940sthe use of poetic images with sound tracks included readimgsems-- a
sort of precursor to a genre which has come t
MacDonald. Inthe 1950 h e sy mioetryandthdi i mo was organi zed by
New-York based film association, based on the idea that,astMacR | d r emar ks, fipoe
avantgar de were closely relatedo (107). At a not
Deren, Arthur Miller, Willard Maas, discussed the relationship between cinema and poetry.
the 1960s and 1970he idea of filmmaker as poet was less of an issue than it was in the earlier
decades. The most important figure in this period, as pointed out by MacDeasldhnas
Mekas who continued to include fApoekenriny i n his

voiceover o (110).
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P. Adams Sitney is among the few scholars who kan@ined poetry and film. In
almost all his books, he attempts to wed the two forms. Sometimes heeadgrfilms with
poetry, using the latter to illuminate the form@tanBrakhagewho called his own films poetic
does not cite poems in any conspicuous wdthougha visual rendering of poems is one of the
most interesting novelties which Brakhage brought into hjsisrbeuvreis devoid of actual
poems. Despite this lacK poems iB r a k h @ogkeSitreyattempts taead the filmmaker s
artin the light ofpoetry Sitney, as an eminent filmtsalar,needs special attention in this
introductionas my method is similarly heuristic. However, while Sitney rarely uses diciesl
from poems, | have attempted to use elegies whenever possible to analyse the films. In other
words, whereas Sitney mostly focuses on criti
as delineated in their prose, | have emplogettialpoety to speak about film.

In Eyes Upside DowrSitney explores the genealogy of American avant garde cinema
and connects it back t o -Epostsrcenmpasers, pamters,n g H Amer
flmmakers-have | argely per pet tioaofthahorkiletie traditomid s t r an ¢
their polemical pasion papers  (Ir3this book hedevotes one complete chapter to the ways in
which Brakhagebs autobiographical films, as a
indeed act | i ke Athe major poetic sequences o0
twentieth century in similargrani ¢ patt er ns  Tie WasgerLand o@ri @inmge &3 i ot
Bridge Po Uhe €anwa nd Wi |Phtieraonas éxamples (82although Sitney does
not cite actual lines from these poems.

Il n the same book, Sitneys iiMeaddati oa, Cif oe |
discussing the filmmaker and Gertrude Stein and Walt Whitman together, quoting the filmmaker

as writing: Al have made my o6Visions in Medit

51 first came across PdetryofMewning i n Jahan Ramazani 6s
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meditative oeuvre epitomized by her StanzasinMedit i ono (330). Sitney at
how poetry can inform the film in different ways, ranging from the use of metaphor to a
photographic adaptation of a poem, and even the fragmentary use of verse in a film. In one
seemingly faffetched comparisolgi t ney di scusses the ways in wh
autobiographicabincerity/Duplicitys er i es i s consi stent with Char.l
the triad 6Topos/ Tropes/ Typoso (&) 8itwdyi t utes th
observes thathe Boolof Familyas part of the series fAwould fir
(Rollinsville, Colorado), a3he Maximus Poendo in Gloucester, Massachusetts. However,
such a connection remains a bit vague in Sitney as he does not compare actual verse with single
flmsorpartsofafimLet 6 s see ot her ways in which this s
and interconnects them.

Sitney refers TheMiToar k ommv svhy &csh fpiolem,ry by t he
i s used as partswefhdaadre tfhd mbdmce tsarguasati caen di n t
Brakhageos WVisiansin Megitatiortsi sdhfartetse sever al l oci 0 wi't
poem ARradthimmsea, Canadian woods, and Niagara Fadlific o mmonpl|l aces of
North American sh | i me 0But(d8e3viipns in Meditationncorporate any poema¥hile
theanswer is npSitney, constantly quotes from the poetry and also from prose of both Stein and
Whitman in order taomment orthe flmmaker's deeply meditative and experimental style as if
experimentation with the filmic art can be demystified through the poetic art.

Visionary Film: The American Avai@@ardesimilarly makes a connection between

British Romantic poetry and particular flmmakers such as Brakhage, Maya Deren, Sidney

“l'n AVisual strategies and the mapping of space in
Aol son'"s '"field composi t i textualtrinity. It mtegcates) asiwva shallsee cel e
in the following, poetic topography (spatial imagination, the theme of space), poetic typography (formal,
typographic strategies of suggesting space) and the figuration of space at the level of tropaflyespeci

met aphors and symbols)od (255).
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Peterson, Kenneth Anger, and Gregory Markopou
imaginativevisions of the place of poetry and the poet, in this case the filmrpaletrwithin
modern societyo (108). I n a chapter called AT
Br a k h a gAnticpatidnioflthe Nighto English Romanticism andjgecially to
Wordsworttb s i nsi ghts. Sitney finally decides that
revised the Romantic dialectics of sight and imagination which had been refocused in American
Abstract Expressionistic painting and American pogtarticularly in the work of Wallace
Stevens) during thefilrma k er 6 s i ntell ectual formationo (16
poetry on rare occasions and mostly relies on the prose by poets and flmmakers to highlight
similarities.

In TheCinema of Poetrymaybe his most widely read book, Sitney specifically theorizes
a kind of filmic perusal which is based on a crosferencing to and intereading witheither
poems, when poss#y or poeticsin the introduction td’he Cinema of Poetry the title is taken
from an article by the Italian filmmaker and theorist Pier Paolo Paseli®ii t ney st at es
work has always been centered on the interpre
el sewher e, that Al ticrhetprie-ashoéecduntgrshot,camera maemerdsi n e ma
superimpositions, etezas t he key to the fil mmakerds styl e
work, ona few occasiong)e brings single films and different poems together to say how a
filmmaker mighthave beennformed by a poem in making a fillRor example he gives an
account of the films by the avant garde filmmaker, Gregory Markopoulos, connecting his films
with the workof Goethe, Schiller and Holderlin. Sitneyt at es t hat 1 n David Co

Halderlin, Mar kopoul os Adi sregard[s] context to re:

SfiThe Cinemaof Poetty by Pi er PMaviesandmMatisodstitedby BilliNichols,
University of California Press, 1976. 5888. Pasolini first presented this text in the first New Cinema
Festival at Pesaro.
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AMar kopoul os saw his own cinematic proaciei ces

points to the edit i Bngiags-faocsiteet film of BOfhouMdandR2D poul os 6

cycles-dr awing an analogy between H°l derlinds poe
style. Sitney quotes the fibsmpkactasewéi hohg
rather to | eave first versions and their expa
(245).

While still on the subject of Markopoulos, Sitney speaks in great detail about Holderlin,
not tangentially, as one mighxpect since the focus is film, but in great depth. However, and
surprisingly, the scholar does notrefeo H° | der | i nés act ual poems of
Eniaiaosor any other filmHe attempts to explore the ways in which the filmméakand
Holderlind practices and theoutlook are similarlt is important tanoteherethat, although my
methodis| i k e S-ihdumstcgnd exploratory anduided by the analysis of filmic
techniques- | have used, unlike Sitney, verse or poetic elegies in myssavhenever they can
help me explore the films from an elegiac perspective.

Sitney is not the only person who, in the last few decades, has attempted to join together
thetwoarts.Poet r i ti ¢ Susan McCabeds met hodgoetyans si mi |
terms of cinemand her approach allows her to ckwsad films or parts of them and lines from
poemsln Cinematic Modernism s he expl ores Adirect historica
and film where and when aughéegrfocusisonipaetryehert abl i s h
interrogative approach, |l i ke the met hod depl o
wheno connections c¢an ,thais,the clationshgptbetveeenrtherhib e t wo
explored heuristicallyln the following chapters my method allows me to do just the same;

however, | have attempted to delimit the scope to poems which are considered elegies by critics.
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McCabe explores the ways in which modern poet
Adi ssooccripadtreedalci ty, most notable the hysteric a
modern films which she discovers in modernist poems. The following chapters, notwithstanding
their subject matter which is about mourning and loss, does not show a tetuesicis
fragmentationthat is, the chapters are not concerned with fragmentation.

McCabe also examines Athe more |iteral col
the first three decades of the twentieth century, for example, between poetBesrers who
i nspired LiGvmatno iRlaey 6dBe) .MeSthe expl ores how poet s
by the filmic medium and tried to Awrite cine
Wil liams, Mari anne Moore, amem&eramddigr Spreene
6traditiond of openness to cinematic possi bil
We al so read in McWalble déasmsb ofionko utlhdats eV i n t he n
ownantthar rative i mpulse to break with dédbanality
| ogi cl&hioosé td neversethephrds® pen t o c i n e nmgobeirytopgetcs si bi | i t
possibiliieswhich can be observed in film my following chapters

Stephanie Sandler, similarly, studies poetry and film togéther her articl e fAO
andReason, On Poetry and Fil m: El ena Shvarts, J
elegies of Brodskgnd Shvarts are studied in the lighfloA r k o VIlsekMyrrér.sAlthough
Sandl erbs essay bears resemblances to my worKk
her method is in fact the opposite. In the introduction of her essay, she writéseidirror

iprovides an apt counterweight t 6Shé¢tarmstodi scuss

®Sandleruset he word fAconverge, 0 saying fiPoems and f il m:
'Sandl er advances her arguments through a cl ose re€

ASmoky Stars, o6 and Brodskyodés fAAugust Rain, o and 0
Tar kovikekyrérs whi ch incl udes f o uathersenyiarkdvsky. t he f i | mr
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film, in her words, Aboth for its own represe
poems work through t he) Saksausesftlefilcic gediurmte of gr

shed light on the poetic form is the converse of what | seek to do in this research. | employ poetic

el egies to enrich my analysis of the films. O
She furtherelabart es on @Aj uxtaposing poetry to film,o
favors by always viewing it in isolation from

greatly if we all ow our senphassy adgaintteat shewcreatesy of o
Aci nematic context for r e ddievettpt apatysstofitheo (649) .
elegiac film by deploying the elegiac poems augments the depth of afalysis.

Famous for being the poet of cinentse Russian auteuAndrei Tarkovsky employs

poetry in his cinematic work and speaks about it in his padg®ugh he clearly admitas a

flmmakerhe i s Achary of maki ng c¢ onphasmpliegoosns wi t h ¢
Sandler, in the beginning of this essay, mentions
ment al processo and Aidentity formation, o try to

dependentonlanguagd (MW 79nderstanding is that Sangmdl er 6s di
Sandl er speaks about how mour-ai & atShieeferpt@wRichesd | eads
Stamel manés di scussion of el egamicngoetrg: wéfiweven

i cons, tali smans, memori es, and phantasms to medi
part of the of the | ack that | oss establishes; it
callsit,t thegapi ng void, which death, exile, and | oss <cre
discussed by Peter Sacks, Derrida, Diana Fuss, and Robert Hass, scholars that | discuss in the following
chapters.

Sandl er cites Paul de Ddhaéemesnsay BAebd@binggoéap
Acompl etes -tdhet acat obnd®s et iat de Man Awoul d teach

moment 6060 (661). Her argument sr esnt chreat iecsnsbady o fe vioh ev
refersb as-ciisaltfon. 0 | h arxeereation ef the seih the chepter @ieartnobar d

Doghowever, I have been inspired by Simone Weil ds 1
use of t her evotrido M eddedisby od é afMendmeamtd,ete my refere
creation of the self is informed by Weil 6s fAdecre
ofBafdod i n which the sel Bardoalkleeaws, nfeiwr Sto,r m d d oxr € atcit

creationof the self.

81 di sagree with Sandlerdéds conviction that poetry
| agree with her in that croseading arts and creating a conversation between them is beneficial, | also

believe inthe purity of forms and reading poetry qua poetry, as it has been studied for many centuries, is

in itself rewarding and enriching.
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Sculpting in Tim, his reflections orthecinema, Tarkovsky adressesheintersection between
thetwoartswr i t i ng, Apoetic cinema as a rule gives
figuresi that is, to things that have nothing to do with the imagery natucaitm e ma o6 ( 6 6 ) .
Tarkovsky makes repeated references to actual aeespecially to Japanebkaikus in this
book,arguinghow poetry and cinema share similarities. For example, he cudt@ghaikus by
Basdide of which i s: A Top jamped indthe pvatem [AAndvaasdashswas | |/
heardo (106) .thisi &ar ko ky mptl &t @ed A how simply an
obser(doaddi ng these fithree | ines of observat
Aobservationo as Athe first principle of the
time, Tarkovsky repeatedblludesto poetry especially by his poet father while eefing on his
own films, StalkerandMirror .

As much as the four great modern pedtsd wo
in a discourse that engages cinema, but not particular scenes or shots from cinema, nonfiction
films about loss, can haut in a conversation with poetic elegi&milarly, if Sitney can
incorporate prose about poetry atma lesser degregpecific poems in his analytic system, |
take up the task of using poetic elegies in perusing elegiac nonfiction films. By théokemgf
in the work of Markopoul os, perceptions can b
visions can be decoded inthefima k er 6 s pr act,and éBraklmgednhis hought s
commitment to the filmic adopts poetry and adapts it to ssiptrposethenelements guiding

the poetic elegy can serve to illuminate films about loss and mouining.

9 Among other scholars who have explored the affinity between poetry and film, one can mention Sarah
Kel |l er Ai6rAg Rreywgtahdd: Rhyt hm i n MdedSawtmLighbet ry and
Conversations between New American Cinema and Pogtaniel Kane.
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Nonfiction Film and Poetry

The work of theAmerican film theorist and historian Bill Nicholepresents the most notable
study to conjoin poetry and documentary filmthe art of documentary, there ip@etic mode,
which includes films about loss. That is, elegiac films have been explored under the umbrella
category fp tneoducion torDoadireentaryNIchols describea fipoet i ¢ mod e
cinemaagmphassng fivi sual associations, tonal or rh
and for mal organi zati ono {esi®ation b&&weenscinamganéd | ar g e
the various modernistavagtar des of t he twent i etehr icneennttuartyioo n(
points to poetic modalities where Acomments h
(48). Ni chols argues that these documentaries
their chief characteyosandsthbei hgctilalbat of hewyp
(138).

AiThe poetic modebegins in tandem with modernism as a way of representing reality as
a series of fragments, subjective impressions, incoherent acts, and loose associations, concepts
that McCabe considsrcentral to the study of poetic as well as cinematic modernism. Nichols, in
addition, writes, fAbreaking up time and space
personalities vulnerable to eruptions from the unconscious and refusing to prlutans to
i nsurmount abl e problemsd are some of the feat
in this book ,Nicholsmaintains that all facets of the poetic mode emghdbkie ways in which
At he fil mmaker s voi ce wpildadéosnalfaesthegtimptegtitys of t he
peculiar to the film itselfo (105).

In a similar method, Susanna Helkefi®@it®in the Eastern European Traditjopoints

~

to Aphil osophical l yricismo as a dethening f ea
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primary concern of cinema of poetry is not to tell a story based on a plot structure but to create a
fabric of visions and observationso (247). Ni
ambiguity remains a prominent feature in many poaticdu ment ari es o (104). Th
fragmentation echo Susan McCabeb6s words about
modern cinema.

Examples of early films which are Bainven th
(1929) and Laszlo Moholy NggoLghtplay: Black, White, Gregl1926). These films are silent,
not using any words, btihteyar e i n agreement with Nicholsbds d
their Apoet i,i rexrpefrli dagientsaaf thaoorkd pdeticaléyin lacking
fispeci fiiobeingit®oamdbstExkampbecElB88pm fApoetic mode,
Abeaking up time and space i nt o mfedtureiofpHise per s
mode (103). None of the examples of the mode presented by Nichols uses poetry in them. Scott
MacDonald citiquesNi chol sés descri pti onng oifp otehte ci Rlooectuinte
a slippery term that i s oft e nAduerdueed of Reocepdonbr oa d
105).

While | have certainly been inspired and informed by the works of these critics and artists
in their efforts to bring togetihgoetry and the filnart, my objective is different in a few ways.
First, | have used poetic elegies in order to asgadyegiac films. Secondly, | endeavor to explore
the ways in which elements of the old form can be seen in the new art. While Sitnsy dra
mostly on the proseritten by poets, conjoining the poets and filmmakers in their overarching
perspectives, and sometimes in the way a flmmaker has been directly influenced by a poet, my
work specifically focuses on individual poems, iateading fims withpoetry, when possible, or

on a few occasions, reading the film in relation to elegjesther words, the problematic here in
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this dissertation is not influence, of one over the other, but rather it is about conjoining, about
inter-reading and ahd perusing one, in terms of conventions of the other, here film in terms of
elegy, in order to enrich my analysis of the film.

In addition, while the aforenentioned critics do not give a complete analysis of films
they mention in their explorationsahalysethe three films thoroughly using cinematic terms,
and examining the movement of elegy from loss to consolation. A focus on loss and delimiting
my work to individual films, as well as single poetic elegies, alow to remain committed to
the cinemtic medium while making numerous references to the poetic form. Moreover, while
most of the work on such a bringing together leads to a fragmented methodology, which is of
course heuristic, and by all means fruitful, my dissertation is attemptolgmonstratéow
films about loss can share similar features. These common characteristics, put together, can place
the films under the same category calleddlegiac film They includefirst, continued process
of consolation, an ellipticity in the progg ofsolace which is resulted from thepetition of loss
which places the loss subject in arbietween positiorsecond, a search for a small locus
amoenus which can be portrayed in the form of a resort to namkagamhasisafter lossand,
third, the impossibility of filling the gap or distance between the subject and the lost*8bject.

For the purpose of this research | would like to focus on the path less traveled; that is,
how nonfiction cinema can be read in the light of poietrgn exploratoryashion.The Salt of
theEarthih s read al ong with Schill er 6 sDuindHegiesWal k o
Oriental Elegyis analysed inrelationtd® | def l m nbev el y HealtofaDog and i n

Derek Wal cotjtodbs, pao eBu IAlOdTerri ero foll ows a per

101 deploy the wordkataphasis whi ch resembles Kristevads fAnaming,
rhetorical thrust of this dissertation.
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recapitulation of the workings of the elegiac in this film. | have also used other poems by the
filmmaker andi B| a c by R@ka in iny reading oeart of a Dog

The link between film arand poetry has been drawn by these scholars and critics. The
most famous of these studies are Adam Sitney and Bill Nichols, the former on poetry and film
and the latter on poetry and nonfiction film. In the precegarggraphd, tried to discuss briefly
the different ways poetry and film, then poetry and nonfiction film, have been studied together
by filmmakers and critics to indicate, first, the ways in which my approach here on the elegiac
film is different from theirsand secondly, howy elegiadil ms are structurally different from

At he poet i cedbydNdhols.0 t heor i

ElegiacFilms

In delineating my method in this research, | should indicate my awareness of the importance of

all the thinkers | have studied, especially Freud and Kristeva whose footprints are visible

throughout the literature on mourning and loss. Indeed, what | agguieetracedback to these
psychoanalysts, but | make my arguments with a different terminology. For examajke nhy

cuef rom Freud in his inclusive view of | oss: h €
abstraction, 0 Al nbeMtomed® secomunfiary.iodd®alamaa Fus
notonwhenshe,idef i ni ng the genre of elegy, writes:
defines the genre from its inception, elegiac utterances were provoked by the loss of what one
desiredandte desire of what one |l osto (6). Accordi
than the death of a person. o0 Based on such an
each of which portrays a different kind of lamértie Salt of the Earth argue, depicts loss of

land, and persons who are both known and anonymous to the naiesidrof a Dogocuses
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mai nly on the | oss of the narratoitélsolaments t er r
the death of t h e friena.rTheanaisouréef grietn Otental Elegyseems
to be the gap between the f i &boubtameaningojliect and
and happiness that elude him

At the same time, all three films tend to display the losedhn meaningand all of
them, in an intricate matrix of relationshipsing togetherll the losses they mourn. They take
on nore than the particular lost objects, considering larger problems and lessesample,
The Salt of the EartHaments the discontinuity between man and nature while mourning the lost
objects.Heart of a Dogshows a similar grief over the complete disconnection between the
human and animal realnmiBhe choice of different films portraying various objects of grief
ranging from humans to animal beings, to abstract ideas and forests are based on this inclusive
understanding of loss, which goes back to the beginnings of the genre and sdatinee
present times. | have benefitted from Freud and Sacks inesuicicusive perspective of losk
have alsgrofitedf r om Kr i st evads thought that mel anchol
representation. In all the three films, the subjects of mourning engage in mesakimy and

creation as a response to their experismddosstIn the study of elegy and loss, my

“"Reading these words in Freud, fia | oved person, 0o |
even fian ideal 0 i n dmaanchaiammatdesme startahinking about the wayg ina n

which different objects are mourned. | wanted to know in what ways a film about loss portrays these

different objects of loss. After spending some time on picking and choosing, | eventually dediaieg:on

elegiac films in which different objects of loss are portrayed. One of the filnesSalt of the Earths

about farms and forests, one the one hand, and loss of persons, on the other. The settmzdtfifira

Dog, depicts the loss of a dog amdhng the way, some abstract ideas about our kinship with animals and

how such an affinity seems to be ignored. But, at the same time, this film also attempts to remind us of

how animals are stripped of their gaze, which | discuss as another loss. d@tignthi©riental Elegy

shows how Man seems to be incapable of acquiring a knowledge about the meaning of life and happiness.
This evasion of meanings constitutes another | oss
these different losses anghat common features do the films have if that they are about loss in some

ways. Another question that occurred to me was whether in an analytic work on elegiac films, one can

speak with a different terminology than that offered by Freud, Kristeva, brah&m and Torok. | also

wanted to know if, these films, carrying the wetdgiacin them had anything to do with elegy. Are they
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understanding and perusal of the films is, howawere in line with the readings of Sacks and
Fuss who have studied the poetry of mourning from a more formalist perspective, relying less,
very little indeedpn giant thinkers like Freud and Kristeva and following a close reading
methodology.

| follow Fuss, discussed earlier, who believes in some sort of solace, although my
proposed consolatigouts the mourner in a special place. | refer to this placelastweenness
Any analysis of film should look at formal, structural elements, tryingdaatehow technen
the film engages with and heightens meaning. For exampléesalt of the EartH show that
Del euzeds tagetdn benused tilunimaiea wholeness, an interconnectedness
observed in the film. Montage in Deleugeachieved through the movement of different filmic
el ements and the unity these el emgenstheweeehf ect .
light and colour are seen as constituents of movement. These elements are pieced together in a
way that shows the disparate objects of loss eventually converge, or meet at a particular point.
The movement of the elegiac from mourning, teagibwal and then to an elliptical consolation is
achieved by montage.

In Heart of a Dog the Buddhist concept &ardois the macro structure of the film and
the elegiac takes place within this scaffolding. The film acts like a metaphorical bavbixim
the subject of mourning enters to effectively come out as a new subject. As in the Buddhist
Bardo, the dead are given a new form by erasing their past one, here in the entire film, the

narrator engagesink@r i ti ng her past. dondersonds el egy i

elegiac simply, | asked, because they have a sorrowful tone? | realized that a film about loss, rightly
called elegiac, candxelated to the ancient genre of poetic elegy and | thought these films, as they are
elegies, could be studied and scrutinised with the same critical vocabulary with which poetic elegy has
been studied.
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Finally, in Oriental Elegy an apophatic discourse has been deployed which is in line with
the ineffabil it yApophasis$ithaeGreektérrmbhich ngeans denial lmunwas
used by theologians as a rhetorical device to speak about xpeassgibility of God and
transcendence. | have employed the term to speak about the difficulty the suBjeentl
Elegyfaces in finding the meaning of life, happinemsd the reasons behisdrrowin poetry.

One notable scholar who has specificallidressed the question of the elegilm is

Paul Coates who, in AMoving Pictures at the E
observes that there are Avery few films cl ass
with this observat o n , | di sagree with the reasons for h
most films are narrative, elegy is not.a narrtr

el egiac moments dampens the cdngneaeddyi,ad Hd | mi c

comments, refers to fithe suspensef uOfcoarset i on t

elegy can be observed in narrative elegiac films and all three films in this work follow a narrative

line which, however hard it is to observe in finst watching or even in the second, can

eventually be elicited. The elegiac in the nonfiction film can be a narr#tigdrue that

Ameditativenesso of elegies can | essen such e

flashbacks and flashforwards that the audience is not awdrettliere seems to be no

formul aic correlation bet we e rerictdéfinitonof edegyk of Af
Coates moves on to propose that nelegy dis

narrati ver.we Htolwetv etrhe subject of mourning in f

rightly observesall the subjects in the filmsnalysed here stand-between past grief and future

prospects, between lamenting and consolafibrs inbetween propels the narrative forward.

El egy fAdi srupts the forward i mpulsion of susp
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of the narative linein the process of consolation. | challenge Cdatgzarticular attention to
films whose relationship to temporal successi

Coates anabes a few filmsabout the horrors of the world warsluding Claude
Lanzm&mahp $985), and Al NghtarRl&ogadss, fosusimmpathd i e r
concept of silence. He writes, Shoah fAis repl
the green, overgrown sites of the camps, as if silence were the only possiloiese to the
horror of such eyewitness aNhitecilenced isineatableinh at of
the face of mourning, it eventually, in a conversation with different elements in the film, leads to
a consolationn acontinued process.Cem wor ds about the disturbance
succession, o recall McCabebds words about frag
Ni chol sbds defitimd npgo e teiad umoedse .odf None of the fil
follow a merely fragmentepattern. On the contrary, they move towards arréotenectedness
of elements- as opposed to fragmentation of elementhat coincides and heightens the sense
of solace, however brief that remedy might bleisTunity also makes clear narrative lin€sese
few points, presented by Coates, as defining features of the elegiac in the film are exactly what |
seek to argue against in the films under study in this dissertation. Of course, many of the films
which are famous for being elegiac can follow thegra suggested by Coat@sost remarkably,
ShoahandNight and Fog Indeed, filmmakers and film criticism about loss usually believe these
films are made in a fragmentary way.

While critics and scholars seem to think tpattic film has little to do with poetry and
the elegiac film little to do with the elegy as a po&irm, | have attempted to argue that elegiac
film is especially close to the poetic traditions of elegy. What | will do is show how these films

are similar in form and content to poetic elegies. | will read the films through the premises that
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have longoeen discussed in contexts pertaining to poetic elegiesAmiywhat are these
defining elements? Elegy, a lyrical form about a loss, is also about the presence of the deceased,
the absent ones in the poem. Thouseadinanyul t aneou
proposed by Watkin (54), the main subject of discussions of elegy, leads the question of whether
or not elegy anconsole. Elegy, by definition, places the mourning subject between the past,
indicating the absent one, and the future, a tecygleo move on and make a passage from
mourning. $udying these elemeniss film can provide a different, novel way of reading elegiac
films which are mostly studied withli chadpbsési ¢ mode, 06 a mode t hat
poetry This is a formhat focuses on abstraction and free association, creating the elegiac
through fragmentation of images, not using poetic elegies.

The three films selected from three different filmmakers represent disparate geographies
and varied kinds of loss. Wim Wead gt Salt of the Eartis about loss of people. At the
same timethis film also laments the disappearance of huge swathes of Amazonian forests which
were once home to t heBysantagte dtadus i ehHédndifrea sd ndrse
Dogismai nly about the subjectbds canine compani o
husband, the renowned AmericsingerLou Reed. In a completely different atmosphere,
Al e x an d e r Orisriak Blegygrievéssthe loss of fleeting time and the evasion o
meanings from human grasp. At the same time, these films, in their multidimensionality, also
exhibit other types of loss which are more abstract. For example, when Anderson mourns the
death of her canine companion, she also meditates on the conceptaifgaze and the gap
between humans and animals. Similarly, Wim Wenders speaks of the suffering that man and
animals and plants share on this planet, lamenting a discontinuity between man and nature. In

both of these films, the discontinuity between husnand the environment is emplsasi.
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Oriental Elegy howeverproachep hi | osophi cal and abstract conc
|l ife and happiness, 0 whi ch tNoteithdtandinghesee e ms t o

differencesthe films share simita f eat ur es, namely, the subjectd
absent, the presence of the | ost ones in the

position between the past and the future.

If, for example, Theocritus, Virgil, Spenser, dddton can be said to be pastoral

el egists, as Lambert argues, because, they s
similaritieso (xiii), these films can be asse
convention. Thismodeiscemal y i ncompati bl e wi.d hAdNd carhdil ¢ st @
Lambert, A6Convention,d as Harry Levin has re

dissertation maintains that these films are examples of a mode which, when grouped together,
can form a neveonvention of elegiac film. A subset thfe poetic mode, these films can be
similar to poetic elegies, they surpass the mourning/melancholia binary by showing a continuous
elliptical form of mourning, which is revealed through the structure of the fitlvitarelements,
both verbal and visual. As a suggestion for a later study, | propodbetelegiac filntan be
situated under an independent category recognized by its similarity to poetic elegies and, hence,
potentially lending themselves to beiagalsed through the discussions which dominate those
of poetic elegy, although as films they must be looked at qua films and, therefore, explicated
with a cinematic vocabular§guch a study needs to be more inclusivelargerin scopethan
the current diss&ation.

The aim of reading these different films together is to talk about the ways in which loss,
in its manyfacets, can be mourned in nonfiction film and how lament in my selected number of

elegiac films can be read in the light of poetic elegies.olipective is, additionally, to
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reconsider the ways in which mourning is looked at, which is mostly through acatear
distinction between avowal and disavowal of loss, and to propmsead a status which allows
transcending the mourning and melanchadlistinction.

How is then consolation treated in the following chapt&iéférent kinds of loss can be
consoled by way of various remedies. We know
period of time, describe various kinds of losard propose varied remedies to the problems of
death and mourningo (Lambert xii). I have int
art, love, and metaphor, with this last one sometimes referred to as poetical thinking, following
He i d e g giegobHdldearlie. Apdopose that in these fillt®nsolation is not a ortéme act
which happens once and remains unchanged for long periods of time. Solace is, rather,
continuous and happens over tifiere is not a final closuia any of the films.

In addition, replacement does not take place, as the object of loss is irreplaceable. Sacks

in his introduction tolhe English Elegg u ot e s F r e uidb matterovhas fillsathie gap, A

even if it be filled completely, it nevertheless remains somethinge 6 6 ( 7 ) . Ramazani
similar point, stating AFreud admitted in | et
inconsol able, never filling tslimposgbditywritifg, | o0s s o
AApol | o and spextivelyetimellaural and the reeds, according them the passion

meant for the nymphs. Yet even in this moment, they recognize that they are embracing
6somet hi2®g el sedo (

Art or love or metaphor are things the subject of loss resorts to not as sebdttuhe
objects lost. The subjects of sorrow stand always in between a desire to stay and a tendency to
move forward and in this way, they come and pass by different loci amoeni, different and brief

sources of solacdhe word Locus amoenus, of course/okes the idea of moment, a brief
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epiphany, which is important to lyric poetry, and indicates transience, and the fleeting nature of
solace.

One of the reasons why the films | discuss move beyond fragmentation, as discussed by
McCabe, is that their sjdrts of loss are consoled thys brief locus amoenus. | have borrowed
the term from painting and the pastoral convention, meaning a pleasant spot in the vast landscape
of sorrow they are traversing. However, as the films reveal, any loss and the sobseque
consolatory remedies are temporary and, therefore, the mourning subjectbetreden the past
loss and the future ones. In searching for such a locus amoenus, they resort to naming. In the
distance or gap that is created between the subject and obi@ment, only the power of
imagination, language, or arts, can be summoned to function as brief spots in which the mourner
can stay before moving on to the next loss.

Sucha resort to language and imaginatiogestainly Kristeveanin the beginning ©
ABeauty: The Depressivebds Other Realm, 0 Krist
doubtl ess a way to curb mourning, o adding | at
connoisseuraslibmat ory hol d ov elnTheSakof theoEsrththelldssoh go ( 97)
people as well as forests cannot be compensated by the resuscitation of those forests and nature
photography that the subject turns to after a long career in social and war photolgréjeayt
of a Dogthe proposedremedy,ove, cannot Aturn the time arour
end. InOriental Elegy finally, the loss of meanings can only be consoled by the availability of
numerous metaphors the subject can make in his effort to grasp the meanings of life. However,
this metaphemaking and seeing the lost meanings through the lens of this trope is the closest he
can get to the lost object. A belief in the impossibility of substitution does not contradict creation

of art, as imagination and language are the only #ttimggrief subjects have at their disposal.
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My idea of elliptical structure, closely connected to the repetition of elements in the film
recallsSack® s worwds.t ede fAjust as each | oss recapitu
consolation repeatan earlier deflection of desire, our experiences of loss fold upon themselves
in gathers, creating the highly stratified 00
once moredo (18). I t i & thefiims bflthe stubdyateipoposed s uc h
consolation is not a final one, making it elliptical and continuous. Remedies to loss are not acts,
but processes of finding small spots in ldnedscape of grief. Sacks, while speaking of the
met aphor of 0§ we a,#ffirmsghat cdnsolatiorti® imdeed) agtodess.iHe says
Ato speak of waemphagieea mownswoilagiion &n acti on,
indicating that consolation happens not instantaneously but is rather a process. Even the ancient,
and faniliar motif of death and rebirth observed in many studies of the elegiac tradition and
considered to be the ritual origin of the elegiac tradition, points to an ellipticity and to the
repetitive nature of loss. Sacks is aware of such an origistdtesi As f or t he cont en
direction of its ritual movement, the elegy follows the ancient rites in the basic passage through
grief or darkness to cons @dmaénisomtared rridmuewalod
the genre, is marked by a signifitan us e of r e peelte gy oinss , fidc candvde mtgi o |
repetitiveo (23). Such a repetition, in addit
ended consolation towards or at the endaufhfilm, can also be discerned in the process of
mournng throughout the film I n the words of Sacks, fArepetit

Film as a visual medium and the object text of this study reveialpassage and this
repetition.The Salt of the Earthortrays many deaths, human and natural, but ends, ultimately,
in the rain and renewal and moves from black and white photography to colour after oscillating

between still and moving imagda.its consolatory note, too, the film is repetitive asdiits
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thattrue restoration of forests is mugienerationalHeart of a Dogsimilarly, shows different

losses, indicating how these various losses end in a love which is repeatdihzetein

Oriental Elegy the metaphor offered as remedy cannot be tted ine and the speaker has to be
constantly in search of further metaphibiise seeks further discoverids this film,we are led

from the dark and misty atmosphere to a coloured ambience and the metaphor of limaltree

the three films, there is@ntrast between when the loss is portrayed and when remedy is given.

In all of them, the remedy is magnified throumbontrast. Varied as these sources of consolation

are in their form, there seems to be a similar pattern, a form of repetition. Repatb

suggests that the offered consolation is not the end. Another small source of solace, a small locus
amoenugan lie onthe horizon, a small pleasant spot which acts like an oasis, and continues to

the end of | ife. AccbatdéesngatpeiSagkbgstiéenmasdo ei
again or to commence wilheNVorkof MouraihgDeoridapmetingno r e 6 O
on the death of Roland Barthegash c oncer ned about the singulari:t
repetitiono according to Brault and Naé#3).

This small temporary consolation, | shall argue in the epilogue of this study, acts through

both verbal and visual el ements. Sacks brief/l
tissue of substitubn t hat may cover a preceding | ack. o H
place of voido (18). Such a fabric, the smal/l

comes to materialization in varied forms in these films as the sources ofatarsdiffer in
them. InThe Salt of the Earflwe see an overlappimg superimpositionas anew picture is
sown on the ashes of the old one. We learn that the source of solace in this film is a new
photographic collection and restoration of lost ftgseSimilarly, inHeart of a Dog an image,

showing | ove, acts as t Diestal Blgyy teea@danmteanipd, ia c e, 0

38



filled with themetaphorof a treg the ultimate source of solace for the subject of the film who is
in search of answers to such questions as the meaning of lieefinidion of happiness.

Accordingly, the focus of this dissertation is not the ubiquitous mourning/melancholia
distincion but is, rather, on the process of consolation and its ellipticity and on the delicacy of
the source of solace which acts | i ke a pastor
transitory. My scrutiny of the three films of this research shinassuch an intereading of the
nonfiction film, and indeed any film, with poetic elegies does not jeopardize the independence
and uniqueness of the visual art but, on the contrary, enriches it and opens horizons for further
unfolding of the highly multayered and stratified form of film art.

While the three films are connected structurally and share similar features, each of the
films resonates with me personalliyhen | was three devastating war broke out in the Middle
East that lasted eight yea¥¥e were first to be internally displageas my hometown is right on
the border with the invading neigbur. There was nasingle day that passed without the sound
of sirens and the sight of coffins. And | always think about the many who were kiltbé on
other side of the conflict. Millions suffered and hundreds of thousands perished! Then | was a
migrant in myown country, and returning honad the end of the wathe sense of loss ate into
my soul. Later, as an immigrant to another country, thousaind#es away, | experienced
another loss which was further intensified as, with environmental and ecological disasters, rivers
were drying out and little woods wiping off the maps. When | watdhedSalt of the Eartfor
the first time, | thought of how close the film was to me. SimilarfguhdHeart of a Dogvery
intimate. | lost two brothers, one when | was a child, mourning his death many years later when |
became, heart and soul, familiar with the conceptsd,land when | could think about

mourning. | lost another brother just recently, a loss that brought all the griefs of the past only in
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a different unique way, making me think aboutrw ngul ar each | oss i s.
Agrandmot her 0 r e mhasalsagdciouseayings wareyofteo guoted as the
saviour when we were children. | lost her, too. Findlgiental Elegyprovided me with ample
food for thought about the meaning of life, my life, and whether or not there could be a solace in
my continueckffort to write poems and if these poems, these acts of metagiong, could be

any helpdelving into the complex web of meanings of life.
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Wim Wenders and The Salt of the Earth

Montage, Elegy and the Solace ofArt

Overture

The Salt of th&arthis a 2014 elegiafilm about the Brazilian photograph®ebastia®dalgado

co-directed by Wim Wenders and Juliano Ribeiro Salgado. Throughout his artistic career, three

maj or trends can be observed i n fiMsphdls s6s ci n

produced films focusing on other arts, espgcfdm and filmmaking; and he has also

cooperated with other artists. For exampleBuena Vista Social Cluf1999), Wenders portray

the famous Cuban music ensemble of the same maifeck d the Light (995) is about the life

of the Skladanowsky brothemsho built Bioscop, a movie projector, in Germany and the start of

cinema there, while ifokyeGa (1985) Wenders pays an homage to the Japanese auteur and

|l egendary f i | mnSkaely, Lightairg) Oyei Watg(198@)is a film in which

Wenders pays tribute to the American director Nicholas R&uildings Could TalK2010) and

The State of Thingd982) are about architecture and film production respectively. All of these

films are clearly instances in which Wenders sé&&anhmaking and/or flmmakers; and all are

documentaries with the exceptionTdie State of Thingshowing the extent to which the

medium as subject matter ocoeuyei es a centr al p
In addition, Wenders has collaborated with other artists either in directing or writing

films; his collaborations, for example, with Peter Handké/ings of Desiré1987) and with

Peter Carey, the Australian novelistUntil the End of the Worl@991), ae among the most

widely known. Wenders also worked with Sam Shepard iRaiss, Texag1984). Meanwhile,

Lighting Over Water, TokyGaandPina (2011) are elegiac films, paeans of praise to some of

41



the artists he admired, intimating a predilectioninWenr s s f i Il ms t o pay hom
commemorate.

The Salt of the Eartts a documentary in which these three proclivities, that is,
collaboration with other artists, portraying and incorporating another art, and commemorating
anot her lifepardrwerk, nodverge. Wenders collaborates with another filmmaker, Juliano
Riberro Salgadoreflects on the art of photograptglls the life story of another artist, namely
Sebastido Salgadwhile lamenting the death of people and destruction of forests Salgado is
portraying. In so doing, Wenders reflects on some of the fundanoemtzepts of life, such as
loss and consolation. Incorporation of anotimediumin this film and itselegiacnature
necessitate treatment of those other arts in this chapteSalt of the Eartportrays the life and
career of an artist who narrates $iisry through his art.

The Salt of the Eartpresents a series of black and white photo collections shot by
Salgado over a few decades of artistic production and put together by Wenders. These photo
collections are interspersed with moving iraagand thre is a dialogue between moving
pictures and still photo8Venders ncor por ates many freeze frames:
humans, nofmuman animals and plants in disparate geographies and at different times.
Throughout, the three artists, that is, Satgte photographer, Wenders, and Salgado Jr., who
joins them in a number of their ventures, take turns and narrate over both still and moving
images.

The objective of this chapter is to reBlde Salt of the Eartas an elegy. To this end, |
demonstrate thathe Salt of the Eartportrays loss of nature, including land, animals and plants,
and people, including those familiar to Salgado and those who are not, those who are named and

those who are anonymous, unifgiall lost objects. | suggest that the film portréysse deaths
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to specifically lament a universal lgsghich is the discontinuity between man and nature.
Moreover,l want to propose that the film deals with both private and public losses and in this
sense, too, the film ufies themes at the entihis unificationtakes place on both thematic and
technical levelsSalgado, Wenders shows, grieves personal losses of land and of his child, while
at the same time he laments testruction opublic Amazonia rainforests and the deaths and
suffering of people, especially in Africa and Europe, that he depicts in his photo collections. In
other words, the film fuses the public and the personal, on the ongamahehan and nature, on
theother, thereby creating constellation of losses which are interconnected. Such an
interconnections made possible through montag@ee film laments the particulars yet
ultimately grievesn a global scaleBut what is thisnterconnection, this universalitgnd what
is its import? Wenders attempts to portray loss on human, animal and plant levels while, at the
same time, it depicts disparate geographies. In this sense, the film is about the plaratdearth
the ways in which degrading the environment is closely connectbdawlisregard for human
life. This global scale is spatial as the film represents a multiplicity of lands and temporal as, we
learn towards the end of the film, the scars inflicted on the face of the planet, by deforestation
and degradation of lands,camby be recuperated after multiple
seems to be trying to draw an affinity between man and his environment, a kinship, a continuity
which has been forgotten.

| also propose the film makes an attempt to move towards consgplatiam, as | will
show, is of two typesOne remedy iproduction of a new photographic collection called
Genesis a change from Salgadobés typical col l ecti
portrays people livingn extremis Another solace isestoration of Amazonian forests, home to

Salgado's childhood dreami&he photographer, having witnessed the atrocities committed in
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different parts of the world and having seen huge swathes of green lands destroyed, decides to
resuscitate them. Inspired his wife, he spends a decade in this caupeopose that just as the
objects of loss are inextricably bound together, these two consolatory sources are interconnected.
Both the process of ferestationof barren landand the new photographic collectidgdenesis,
seek to state the continuity between man and nanddoth of them have the power to console.
It is this reconciliation between man and the environment which can offer solace. Moreover, |
suggest that this consolation, this acknowledgment of the kinship between mténeaaithis
only attempted and, although only a necessary first step, as the film affirms in the final moments,
takes generations to complete andenceelliptical. | haveused this word, to refer to a sense
of ellipsis but the term, at the same time, alkidesomething that is missing, and here in this
film, it is the continuity of the consolatory source. The film clearly suggests, at the end, that true
and sustainabléfé can return to the restored forests only after generations. This multi
generational effort heightens the sense of ellipsis, making the source of solace in the film
elliptical.

Cinematicallyt he f i | mé s inmeeonecoexmess elanmedts ofoss, on the
one had, and overlapping and merging of sources of consolation into one, on the other, rely
substantially on and are achieved through different elements of montage. Meltagartof
editing and piecing together different elements to aehé&ewhole- gives structure to the
elegiac in the film and’he Salt of the Eartfunctions through itThe art of montage makes the
movement of elegy possibl8imilarly, the elegiac is a movement from lament and mourning to
consolationThe film is basedn an amalgamation of photo collections and moving pictures. |
demonstrate that movement in the film is constituted of, first, the parallel between black/white

and colour imagesvhich alternate at different intervals. While the former represents bleak
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realities, violence, wars, and the deaths, the |gieerallysignifies more hopeful segments of
the film. Secondly, the filnmoves forwards by playing on tieentrast between still and moving
images. These two are, in fact, ineluctably bound together and constitute the structural and
thematic foundation of the finrwh er eas the still s display Sal ga
are shots by Wenders. The movimgldhe still, as part of montage, overlap with the elegiac.
Lament indicates a desire to keep the dead, while the moving intimates passage from mourning.
I n addition, the filmbés forward movement r el
shadowsMoreover, dark interstices, which happen in the film in the form of fading as well as
black stills contribute to the movement in the film. Finally, the absent and the present, the lost
ones and the ways in which they are given a voice through the rbatdigure ofprosopopoeia,
constitute another important element in the film. | demonstrate all these constitutive elements of
montage make movement of ele§ipm mourning to consolatiopossible and it is the structural
mation in the film that facilitags the thematic movement of elegyother words, if montage
allows the matrix of images (still and moving, colour and black/white, light and dark) to move
towards the end, thereby constituting a whole, the elegiac permits a movement from mourning to
disoovering a remedy, thereby attempting to bring mourning to a closure. The two thematic, and
structural motions not only coincide but enhance each other. | have used the word convergence
to allude to such an imbrication, as converge can indicate a mergeteo.

In this dissertation, as | attempt to show how theifiletegy can be informed by poetry,
| demonstratbiow The Salt of the Earth e s e mb |l es Sc hi Dér8padesgang | assi ¢
(AThe Wal ko) , especi al | y Duino Elégesand the eighthdlegy i t dr
incontenfparticularly towards the end of the film

Wa | k oDuiaonEtegieds informed by Theodore Ziolkowski and HAike Classical German

45



Elegy 17951950 | also exploit Heideggr 6 s t hDbuingHBiegissas defineated iRoetry,

Language, ThoughMy allusion to Rilke as explored by Heidegger is mainly based ovieines

of the poet and the philosopher aboutititerconnection, or lack thereof, between man and

naturesi gni fied in the concept of® fopend introducd
In the following pages, | will first lay out a methodological misty perusal of the film

focuses on objects of loss and whlenaddress the technical methods that Wenders deploys to

converge actions and effect a whahet only as an aesthetic value but as part of the elegiac in

this film. In fact, thiswholeis especially important as in most elegiac films, there seems to be a

fragmentation resul ti ngndandexpresahisharripfarmthane 1 nab

argued against such a fragmentation. In other words, in this fihroenesss achieved which

allows for the final consolation. | would nadiscuss thevays in whichthe film grievesand

start by foasing onthe key methodological termdAs | indicated, my discussions are based on

the movement of, first, montage and second, the elegiac. | will start with montage.

Montage: Change, theWhole, theOpen

To open this section aybe it would serve me well to begihthe end, in the concept tife

whole It 6s al s o hovsmeohtage works, and Whatahe tbranal end dynamic
features of montage do for or to elegy and its movenidwt.Salt of the Eartportrays an
interconnection between different objects of loss, on the one hand, and the sources of
consolation, on the other. The film grieves th&slof man, animals, plants and the discontinuity
among these species, fusing these different elements togesigrilar interconnectednessan

be observed in the different kinds of consolation the film seems to be offering. The sources of

2simi |l ar | yWingsvef Dedif1987phasa | | usi on BuinbBlegiBsi | ke ds
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solace include theew photo project entitle@enesiswhich interestingly, invokes change and
also recuperation of dead lanéts.other wods, in both loss and consolation, the film is unifying
elements to create a whole. On the other hand, the moveniEm: &alt of the Eartirom loss
to consolation evinces a change, which results from the interaction between the multitudes of
elements aplay with each other in the film. That is to say, the change happens in the whole. This
whole, this complete system, however, is not a closed system and is rather open at its end. In
other words, this change from loss to consolation, this movement frommimgto avowal of
loss thepassage from lament to consolation, is epeded and elliptical

In order to speak about the passage from lossnteeconnectednedbke film is
picturing, andthepenended nature of consol ation, |l dr aw

ithe whole, 0 fAthcc€nempbDedeuvneewri gasedfAih one

whole, it would be defined by Rel aotpieonnd ( 10) ,
Del euze al so btheemausatii coma mgeddo sitmttees, fAmMovement
or in the wholed (10), and repeats again Amov

Del euze believes that becausageblBuwhol e i s op
Del euze? Apart fr om t hecintraacate lafgdiydbdasedDrethee uz e 6 s t
overarching and binding technique of montage, the three pivotal Deleuzian terms in montage,
namely, fthe open, 0 @t hetodidtusd tlee elégiaaandithen c hange,
transition to solacelhe movement of elegy from loss to an ofeenled consolation is made
possible through a transformation that | see
character of consolationinthisi | m can benefit fr,@ mwvhihlee ctome ept

interconnection between different filmic and

131 have put these three words in quotations marks as | have borrowed them from Deleuze.
14In discussing all these terms, Deleuze is drawing on Bergsonian philosophy on the concept of time.
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wholed Deteuze and Cinema: The Film Concejislicity Coleman rightly affirms that
mont age fnits, nwhveetrheer mechani cal activity €é or
processbPebe(¢b58)similarly notes, fAiThe whole is
that by virtue of which the set is never absolutely closed, never completely shelteredhj¢hat w
keeps it open...o0 (10).

The particulars in the film, such as photo collections lead to a wihdldwe Salt of the
Earth, each photo, is a closed system which is connected to the next still through editing and
sometimes through black gapswhich | ow t he @ c h d&Mgreover, theeitaak e pl a
overarching interaction between movement and stillness and one changes to the other, allowing
the motion of the filmIn the course of this process, some things change. However, the
apotheosis of tsichange is best exemplified in a superimposition of a photo taken at the end of
the lamentation period and a photo belonging to the consolatory period.

In The Salt of the Eartlimages engage in a dialogue with each other that lead/iole

thatWendes is trying to achieve. Collections are from different times but sit next to one another

in a montage or in fiBenjaminian constell ati on
remarks, dialectical montatfdgi hi ghl i ght s r e s e mlertenpocatyslivebggnt | i n k i
moments that are thus al | oWhe8altoftte Eaththeeeisac o mmu n

conversation between the elegiac, which moves from mourning to solace, and the filmic

elementsDivergent elements converge not only parally but also conceptualliiore

5n the first chaptero€i ne ma 1, Del euze writes fAimovement i's a
the Whole, or of a whole. Which implies that movement expresses something more profound, which is

change in duration or in the whole. To say that duration is change is gartlefinition: it changes and

does not stop changing. o0 He then adds fAmovement a
¥iDi al ectical Montageo is a kind of montage that a
concept, which cannot be shodn r e @hile g concdpt cannot be directly represented in an image,

tensions and discord between juxtaposed images could stimulate an audience to grasp a conceptual
connection by inferenéeA Dictionary of Media and Communicatipn
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specifically, the unity achieved in the elegiac corresponds to the whole made possible through
montageDeleuze mentions three types of montage; however, only one of them he calls montage
of Aconvergent actionso (31). 't i s this type
whole that lamdrawing on in my analysis.

Elegiacally speakinglifferent elements of loss, people, animals, plants, constitute a
whol e, as they are interconnect &fThiseedywillhe f i |
ultimately undergo a transformation, making a transition towards consolatioavement
which can be seen in poetic elegies but not in filmic ones as they are mostly fractured into
segments which are hard to piece togetHexvever, and importantly, this consolatioriicgeno
which | would refer to asllipsis Let me gplain whyt h i s ifimgoeantdn my analysis of
The Salt of the Earths an elegiac film.

Thewhole is only made possible through the interaction of elements and their movement.
These elements open up to connect to the next elements. In the words of Dheuzeel is
i ke a Athread which traverses sets and gives
anot her, Ciremalnfli7ni tAhyChoan(ge, 6 by contrast, indi
another or from one part to the nekhe open points to an ellipdisatis part and parcel dfhe
Saltof the Eartha n d 7 ¢ h a n g e motionm ¢this filna from grief to la period ofrtistic
suspension onto a consolation which is eppdedfi Opendé connect s, in the

coll ections with each ot her and facilitates t

"Wenders is givig an image of the whole world in this film. He is portraying our world which is

grappling with wars, violence, annihil @hdreon of | a
di scussed in Kevin McGuirkés AA. R. Ammons and th
referred to as Athe whole earth i mageodo by McGuirk
However different Wender so6sd iAmengpen sadfs wiht chlee weheaorl teh e
be, | think they both are, in McGuirkoés words, s
Ammonsé6s visionary i mage of the whole earth is, i
planetearth,ca al so be observed in a conversation betwee
the Size of the Planet. o
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transitions of a moving image to a still, and of colour to blackvemte, and finally, from dark
to light. These three are the main elements of movement in theDilen] euze st ates ATl
movement the whole is divided up into objects, and the objects-argteel in the whole, and
indeed bet ween tahneg etsw oo staieehl e ovwheotlaegée cihs t he det
the whole €& . Ei senstein continuall thelde@mi nds
[ltalicsis minelHe a s k shoufitwthey whol e be the object of mon
r e s p @eatwlesn thie beginning and the end of a film, something changes, something has
changedo (29). I n further clarification, he w
movemeri mage to release the whole frotmougthem. 0 THAh
movement . Del euze states that movement in fil
parts and it is the state of the wholeo (19).
Del euze refers to fshoitna gen,do dbedf d anvesse ifti ta sr éilne
whol e, which changeso (22). Now another quest
in the different modes of movement in the film.

| take my cue from Deleuznd exploit any technique of movement, imthg colour,
light, the binary of still and moving images, that can aid me in making a connection between the
movement of elegy passage from mourningand montage in the film, both of which are
based on the concepts of change, the whole, and théopéry. should such an emphasis on
different types and facets of movement matter? The answer lies in the centrality of the movement

of the elegiac, from mourning to the opemded and continuous process of consolation.

18 Deleuze introduces four different types of montage, including American organic montage, the Russian

di al ectical aniatnégpadaye hi @t mdngquge of the French scho
spiritual mont age of t he German school, 0 adding,
puts the cinematographic image into a relationship with the whole; thttigjme conceived as the

Op e n, 0 -eaded andohaving the potential to continue (55).
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The transition from collection to collection is made possible through gap, an interstice,
which also helps the elegy move forwaftie novement of elegy is made possible through this
transition from still to still, and from collection to collectiofranstions eventually take us to
the final collections which is made during the process of consolation and ultimately the film

leaves us with the three dots, an ellipsis, the open.

What the Film Laments

3t

With each dying persoa, a piece of ev

3t

|l saw unfolding before me the history
AWhat was | eft for him after Rwanda?o

(from The Salt of the Earjh

AWe have transferred our own mortality
them. They have become as mortal as we are, and their life or death now
depends mostly on usidDe(fRPabkeesrttatR cogiu @ nH aa

Wor ) do

The Salt of the Edntlaments the loss of the whole earth, on two levels of private and public. The
film is gradual in depicting the losses Salgado mourns, which range from personal to public and
entails both human and ntwuman. In other words, in its portrayal of lofhgSalt of the Earth

is aptly inclusive. It is an elegy for the people lost and/or killed, while at the same time, itis a

lament for the natural environment and the gradually disappearing flora andTharfdm is an
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elegy forthe planet which is despoden a widespreadlobal scalé?® But the film is also about

the ways in which the fate of those living on the earthimbdu t oget her . The fi |l m
not limited to only its losses. It is global in the sense that it addresses the known and the
unknown(Salgado portrag/people that he lawsand those heale s),rth@é public and the

private the animal, the plant and the human, in many corners of the world. Such a universality,
similarly, results from the temporal and spatial scales within whigliiim functions.

Salgadods | osses, forming the backbone of
family members while he, at the same time, laments the loss of other natural environments as he
strives to resuscitate, towards the end, the for€btscoupling of the personal and the
collective, and binding man and nature together, sustained throughout the documentary is no
surprise as, in the beginning, Salgadob6s preo
this tendencyThe public and pvate binary, in one layer, atde man and natureouple in
another layer, move forward in parallel with each other to the end of the film, forming a thematic
interconnectedness.

We witness the first instance of loss, of both the earth and man,tikh&hm displays an
array of pictures of fABabel, 0 a wide shot of
A500, 000 peopl e weseashossdmediatelyafterdhe gydlic scemes inhvhat
seems to be an attemptgoint towhat man hasahe to the earth. There are always two sides to
nature inThe Salt of the Earthhat is, the barren is juxtaposed to the lush and the green. Except
for medium photo shots, the shots in the mine, all taken in black and white, are mos#gdong

wide, acthg as a general prelude which will lead into more specific names, geographies, and

91n a chapter inUnderstanding a Photograpghi t | ed A A Tragedy the Size of
with Salgado for a brief conversation about the Brazillaropt o gr apher 6 s wor k. Sal gad
some of his travels including Rwanda. The title o
work which is global.
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characters. Here, for instance, we are given the image, in the foreground, of a man in a freeze

frame leaning on what appears to be a dead tall tree trunk while in thedadwkgundreds of

labaurers are busy searching for gold at the mine. This is the first instance of exhausting and

hence destroying the earth and its resources, observed for the rest of an hour and fifty minutes.

We hear the voiceverreflectingn al 4 @&t h had to be removed. o0 A
of nature, one further cause of grief is that,itndact man who is doing horrendous things to

fellow men and to nature. This is an image over which Salgado commstatitsg,i | s aw bef or
me,inas pl it second, the hist or )Salgadospeakedthend. 0 Ri g
plights and pains of people and also about exhaustion of the earth and, in this sense, he is

massively inclusive. The stiljgortraya few nameless characte®sa | g aedfoedrse nce t o At
hi story of mank unversal séale of éhe fima Bub hd@a-irst, thislong

duration shot foreshadows how man exhausts th

secondly, it presages how people live in hard-maleconditions,in extremigFig. 1-2).

Figurel. The Salt of the Earth" Image 1 Figure2. The Salt of the Earth: Image 2

Such an inclusivity can equally be illustrated in a collection of photos, the first of
Sal gadods, of Brazil, in which we see | oss of

Salgadodés family |l and the same waytheafiBabele
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Later, when the Salgados return to Bréizdnks to én and a half yeard political upheavalsn

theircountry, he is shocked by massive changes that had swept acrossridiazing

Salgado's hometown. Brazil 19811983,a collectionentirely inblack and white, Salgado

exhibits the first instance of human death in the film: infant mortality. Salgado reveals to us that

Ai nfant mortality was very high, o6 showing pic
bapti zed. 0o Thfolleved by anothemsaddaalayt tlee drying up of vast swathes of

|l and, causing huge amount of internal displac
farm which fell victim to drought, | eladv.iong no
The losses of man and nature move forward in parallel with ether, that is, from the outset to

the end, the film focuses, at certain intervals, on both man and environment and this is the way
these things are presented in this film.

Salgadd s ear |l i est me mo randdhe loss ofehose larasleavesd f or e s
devastating and enduring effect on him. He mourns the lost lands of his childhood. Later again
afterthedevastating work in Rwanda, Salgado returns once more to Brazil only to witness yet
another sad reality; he faces fia barren | and,
alligators, the majestic forests were gone, a

We witness examples of the parallel between man and nature in an early collection which
portrays the African continentligeria 1973 a collection in black and white, captured at a time
whenNigeria was grappling with a massive drought, is a more sombre alectmpared with
the previoudrazil. Similarly, inSahel; The End of the Road 198486 Salgado speaks of a
wi despread famine caused by manés reluctance
this human tragedy next to natural disasters,sd@ying | ar ge part of humani t\

great distress é and not | ust fiicimamughtand di sas
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the ensuing suffering destroying every living thing, Salgado can't help but compare the dying
manwithadying r ee, saying fAthe skin becomes | i ke a
wi n(&ig 4)

The loss of animals is an important public loss in the film. Animals figure prominently
throughout, when they are used by man to exhaust the earth and whdnitrey because of
actions. For example, when the three men, theimtors and the photographer, have a journey
to the Arctic Ocean, to fAphot ogporagyihgaspéeces | ast
which seems to be disappearing, we seditht instance of death in the filra dead walrus on
the shore here, heightening the sense of extinclioa.Salt of the Eartportrays this death even
before the countless human losses it depicts. EvBremlwh en Sal gadods | oss o
ard public rainforests is predominant, we hear
they are all gone now, 0 adding Athis | and was
ticoticoes, bl ackbi r ds.sbowntasuffefand perish alosgiwithi | ar | vy
their human companions. In one profoundly revealing picture, a small child is shown to be facing
the same fate as his dog. We hear Salgado speaking with a wire of grief in his voice about the

child who, havingaguitarn hi s hand, is mil lFignR3y the desert

Mali 1985

Figure3. The Salt of the Earth: Image 3 Figure4. The Salt of the Earth: Image 4
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Similarly, in a collection calledVorkerssh er e t he fi Il m pays fihomag
women who built the world around us, 0 we witn
group of photos Wenders focuses on hekuiwait where we observe the destruction of birds,

animals, trees and green faridgorkers shot during the first Persian Gulf War, shows a land

Aruined by war, 0 as we hear Salgado narrate.

t horoughbreds that had gone completely, despe
fteaat astrophe when they are free to | eave, bu:
tooé . Birds couldnét fly anynrfrigr5 as their fe

Figure5. The Salt of the Earth: Image 5

Nowhere in the documentary daasrowover loss of men figure more prominently than
in the collectionfExodus 1993999 where we are left agape with incredulity at brutal atrocities,
wars and violence in Africa, especially Rwanda,amailarly, at the keart of Europe in former
Yugoslavia. It is in this collection, in the main, that Salgado mourns the death of common
people, almost all of them anonymous, bemoaning the loss of\linmsdiedand memorializing
the pain and suffering of those who survivedsvdhis collection was devastating to Salgado
who, deeply sad, | aments Athe number of dead

kil ometers of dead bodies, 06 grieving not only
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unspeakable tragedy wagpetrated by mantomaint hose not killed by gre
with machete. 0 I n Yugosl avi a, s-infitied deatiapd Sal g
suffering, creating an indescribable human catastrophe in Europe. Salgadwsthrough his

pictures countless menamdo men who died in a continent wher
|l iving, a European standard of I|iving, a Euro
By juxtaposing Rwanda and Yugoslavia, Salgado emphasises how man can inflict death and
destructon on man regardless of where he is, expressing extreme sorrow over inhuman deeds of
man. Salgado | aments, Al was ill, my body was
but my soul wafsl snakl, dnparmibldliisawatondforthe anyt hir
human species. You couldnét survive such a th
live. How many timesjJladlmy cameras down to cry over what
tragedy, especially in Rwanda, takes place élést collection in which Salgado grieves loss of

human beings. Wendersinhissadvaice er says, fASalgado had seen
(Fig. 10).This human loss at such a huge magnitude, a public loss, immediately segues into a

private one othe paradise Salgado once had as a child. This is the zenith of elegy, the most

intense moment imhe Salt of the Earttvhen the narrator laments not only both the private and

the public but at the same time igmizewvelso tofe tll
i mmensity of human | oss, Salgado goes to Braz
wasteland. The birds, the alligators, and the
At here was nothing | efetmofrricems . ebasti «ods chil

Salgado, bearing witness to the disappearance of animals, plants, and mourning the death
of people in different parts of the world, now encounters a further persamaiv However,

there are two other lost objects here which need to be addlr&ast, is the near loss of a belief
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about the value of the art of photography as he begins to think about the futility of photography,
indicated in Wendersds comments that Salgado
phot ogr apher . oof&idboodningries. Thelestwolalossast or conceptual
objects of loss, at the worst of times when Salgado is experiencing woes resulting from personal
and private losses of both human beings and nature, mark the endjoéth&Venderportrays.
Obseving the collections and reflecting on the multitude aittie and sufferinthey illustrate,
one realizes that the scale of the film is indeed glatmlonly in terms of the objects of
lamentation and remembrance which include people, lands, animaddsdwith respect to the
geographies covered.

However, by speaking about all these disparate acteafning the film uncovers
another important conceptual lp#ise most importanif whichis arguably the discontinuity
between man and natursl] the losses inThe Salt of the Earttprivate and public, as well as
man and nature converge to lead to fgathering pointBy the most important, | mean the most
conseguentialto man and to the planet as it is such a discontinuity that is the causegéauisr
for natureln The SaltofthneEarth hi s di scontinuity is manifest
childhood forests are lost in parallel with thestruction ohuman lives, that is, the fate of the
two are boundAs | will demonstrate sooboth Salgado and Wenders believe 8atingthe
forestsis tantamount tgeavng the humanity. Such a separation between man aricbement is
also evinced throughout thénfi in the way mamlespoilsnature, including the plants and
animals demonstrated in pictures such as those of Kuwait, Mali, Brazil and gold mines of Latin
America discussed in the preceding paragraphs.

This discontinuity is, moreover, represented in the way Salgado moves away from an

idyllic childhood, distancing from forests and then returning to anthittng with them at the
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end. Such aift is also displayed ihow shots and sequences of naturahgesg green spaces and
forests have been separated from those in which we see man. Robert Pogue Harrison complains

about the current discontinuity between the twBanests: The Shadow of CivilizatioHarrison

| aments that Athe éxresitoriemai wistla mas ge at off o

we have found that the word itsdibyjesta means | i terally outsi
could be seen as the story of human outsideness. Because we exist first and foremost
outside of ourselves, fasts becoming something like an ancient and enduring correlate

of our transcendence. (201)

The disconnect is clear here in these words, which seem to be drawing a line between the forest
as the transcendent and us humans who live outside that transcenodécdy physically but

as beings belonging to different realfbe transcendence is, of course, ours but we

paradoxically live outside ourselves in that transcendence. However, we tend to take our
secondary selves as really us, and forget where wélive r st ahidthdd or e most 6
transcendence which is figured by forests.

In each single collection Salgado continuegrieve the objects of loss, including man
andthe environmentuntil his final decision to undertake restoring vast swathésnazonian
forests, which can be seen as an effort to overcome lamentation, to make a passage from
mourning to move towards new possibilities after his state of melanameliaich he thinks
aboutforegoing photography. The film as just discussed alse@pisuch conceptual losses as
that of memories, the discontinuity between man and nature as well as losing tiaétpawer

of art.
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How the Film Laments

APhot ogr aphy i &(JoshrEtkerboegs, n tiAlOn el heogtioager a p
El egyo
AThe trvthhienmmahkidi e tdsipHow thedEsqayFdne t h e

Thinkg

The film operates through montage. In fact, the presence of photos is so prominent that one is
tempted to use the word photomontage as these images appear one after another to speak of a
paricular loss. | analyse the film in terms of disparate elements it exploits and conjoins from
small to large, and from still to moving. These elements in their movements converge in order to
create the wholéThe film itself, The Salt of the Earths an elegy and, hence, montage, this
cinematic whole and elegy converdfas this interaction between these multiple elements that
allows the movement of elegy from memorializing and mourning to the passage from grief to
openended consolation.

Let me begin by perusing the small element first. A photo is an elegiac element because it
makes the absent come to preseRt®tos bring the dead back to memory and give a voice to
the dead. The focus on t he @eutreaohe supjdctoothegr aphy
SaltoftheEarth s no acci dent. APhotography is inhereil
who broaches the notion that there is a fdkins
Phot ographic EIl egy. 0 Su cymandelegy has aldo naughttheb et we e n
attention of Robert Pogue Harrison who touches on the Latinmwagow hi ch means @At he
ancestor 6 s dmagdfiwas andnsagé. the d€dd person lived on once the

di sembodi ment prDbomieienof thaDead148).cAadther 2 atirdvoord fefined
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by Harrison includepersona me ani ng At he @fcamirldoy mamike s who
don during bur i alextaplatesiomn this defsition to thaartofi s o n
photography and daythephaayraph retainsahte esSentm@l lintkto its
ancestral origins in the death mask, if only
demise, to say nothing of the photograph similar ceremonial role as ancestral portrait in the
familyalu mé . 0 Harri son i mmediately dmageandisst t ent i
relation to death, maintaining fAwhether cast
the image is essentially mortuary [ my (148)dnlother words, the image, or a photograph,
is an elegy to what it represents. Such a perspective is especially supported in the film as we see
lots of images of the dead in coffins, themselves mortuaries, which can be seen in many
collections but most pminently inOtras AmericasThis relation between the signifier, the
i mage, and the signified, the deceased, echoe
Lagunitas, o0 written by contemporary American
elegyp what it signifies.d That photos of the | ¢
person is no surprise. The image of the dead is always with the mourner aridyghere
photography is the modemmaga Wenders takes the arts of photography as oeghoy Salgado
backto its roots.

The use of photography as a means of lament is further heightened by a special technique

used by Wenders. This technique needs a small introduction. In their study of Wieselevre

Kolker and Beicke quote thefimma k er as sayi ng, Al was al so awe
€ | was not reflecting upon movi es. I was ref
Arefl ecto needs to be addr é sdceoderandlsowthe 1 s dir

voice grieves through photograpfithe Salt of the Earthortrays a photographer who appears,
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through Wendess e di t i rogthetpleotodhe hag takeg superimposed ohadse
photos and meditates on theima way that both theimagen d t he phot ographerd
evident.Salgado is not only reflecting on photographs by commenting on select number of stills
orfreezef r ames but is, at the same time, dAreflectdi
t he phot os a rraalityflarhenfohye signifyiogitwodaoncepts: reflecting upon
things and reflecting things. In other words, the images reflect realities and then the image
maker contemplates his images. Wendeesitionsir ef | ect i ng movieso as a
we haveSalgado who, as a photograplsereflecting photographs. What I'm suggesting is that
the boundary between the artists and their work, the demarcating borderline, disapyuktrs
artist and the art become one. Tisia method used by Wenders to allthe objects of loss to
speak through the voice of the mourning subject.

In a similar reflection oiis paintings,PaulCezanne seems to be affirming suoh a
interconnection I n the | ast f ew magoactdingfsughestive clsapterdy o f
call ed Al etting the | andscape speak itself in
Silverman, who is in fact contemplating the French philosopher MeBReaint y 6 s A Cez anne
Doubt, 0 quotes the painter asnd$anyts ng @t he | an
consci dWaslhSpectmtord43). Let me go to the source itself. Merldzanty quotes
Cezanne as musing, @Al amé the medium through
themsel ves. 0 Cezannebs r ef | eefimholdsvistaeisekegyl s a s
Wenders di ssol ve persofde admagarfiomy i mauuiing aft déichni g
two are superimposed and Sal gadods face (Fig.6plifaeed | iter :
concede that the image is a mortuary, as suggested by Harrison above, and if again a photograph

Aall ows a personds |ikeness to survive, o then
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speaking through and in the images, reveals more thanysihgaffinity between the present

voice and the absent subject. Having these photographs speak in the waydheyrdiact be a

kind of fAprosopopoeia, o0 a rhetorical figure i

images to speak with the@ice of their photographer and also allowing the subjects of these

photographs, that is, the objects of loss, to speak through a living voice, as if the film is indeed

bringing the ghost of the dead backby Harri son

AntoineVi ncent Arnault, refers to this technique

eidoloni n Hades b e c oDominidn oftha Bead52).d lse€idelénin The Salt of

the Earthis the voice of absent people from different parts of thedwyHose wraith is present

through their photos. Harrison is aware that

through the medium of prosopopoeiao (153). Th

the voiceless, the absent and the dead & wie film does.r her meditation on elegiying

Modern Di ana Fuss affir ms twffigutativeldnguggedike depl oy A

prosopopoeia, not merely to recognize the dea
The fAper sonao Bhe daltdfthdEartmengeaTecpérsonarand the

image are the same as the boundary between them dissolves through the technique employed by

Wenders. This oneness is reminiscenhtichitls Yeat s

hard finally to t el IWendérdneploy thatecaniquefrighbfromtheh e dan

beginning, shortly after the opening credits when Salgaglo f ace i s phatasbfaged on

the gold mine and worke(&ig. 6-7). This wide shot i$ollowed by another long shot on top or

t hrough which Salgadobs full face, addressing

to see both the image and Sal gadderig bowdverce at t
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the pattern becomes mgreominent, suggesting that the technique is mostly used to first talk
about the past and second speak of a loss.

In each of the photo collections in the film where Salgado mainly reminisces about the
lost ones, the photographer is seen gazing directitlre camera, either with a photo in what
appears to be background and commenting on that photo or he gazes at the camera over a
thoroughly black background. Salgado speaks over images and into the camera during the
mourning and memorializing phase as $ieringing the absent ones back to life through his
words and photos. However, whenedsaenddhesheai r s,
reaches a point where he questions his role as a social photographer, the background is pitch dark

because no mtos can bespeak the magnitude of the tragedy and because he seems to be losing

faith in his art. Salgado is shown looking directly into the camerainauclgse sayi ng fdAwe d
deserve to |ive, no one deser vetiatfadeinttdark.e, 0 r e
The screen is total dark but we hear Salgadobd

down t o cry oAl thisiwsuaid bverthé dark sceeenrard this sense of darkness

is further heightened when Wenders commdispastiddad seen into the heart of
darknessé, 0 with Salgadods head right in the
darkness takes ten seconds ovdéFall. 810). However, it should be noted that the most
heartbreaking and tragic photos sp&akthemselves as Salgado never in the cour3defSalt

of the Earthspeakswvhile thepictures of the deadre shownHe let the image speak for the dead

as hs wordscannotcommunicate the magnitude of the tragedy
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Figure6. The Salt of the Earthmage 6 Figure7. The Salt of the Earthmage 7

Figure8. The Salt of the Earthmage 8 Figure9. The Salt of the Earthhmage 9

How many times | threw the camera down to mourn for what he saw?

Figurel0. The Salt of the Earth: Image 10

Capturing moments and frozen within framephato is a closed system which gives
voice to the absent it is the montage that allows them to interconnecttsnd part of an open

system.Thisvoice-giving is what prosopopoeia does. The closed system of plsaspecially

65



conspicuous whe8algadaand Wenders discuss the photos, when we see the framed images. We
see the photos as sdilleach standing indepaadly from others. These frames only heighten the
sense ofenclosurB.e|l euze defines frames as fAdeterminat.|
closed system which includes everything which
frames, presented us as shots, are interconnected, forming a continuum. Framing, of course,
implies a choice that Wenders makes, attempting to create a whole. Such a choice is almost
exclusively limited to portrayal of objects of loss. All the photos in different dallex are
framed in a way as to foreground and magnify the absent ones, whether human or nonhuman,
give them a voice and lament their absence. By cutting, inefedigsolving or fading, the film
gives tribute to the lost ones separately, one at a tereyexy single loss should be remembered
individually. However, as the filnbrings together all types of loss, converging everythimgse
closed systems of photos separated through cuts, effectively interconnect with eadh titeer.
photos Salgado sius, the objects of loss, whether land, people, animals or plants, are
foregrounded; however, in order to create a whole, these separatesatisystemshould be
sitting next to each other

This process of transition from shot to shot and from franieatme is movement, carried
out not only by cuts that separate photos in each collection but by dint of other elements
including dark spaces between collections. For example, the last opening credit is segued into a
completely black shot lasting for a feagconds in which Wenders, the first person to be heard,
gives the definition of photography, taking I
done where everything seen on the screen is p

|l ight appears onto the screen. Wenders then d
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draws with |light, o0 a photographer i s a person
shadow. o

Dissolving into dark, the black gaps at the endaxfhcollection not only make the
movement, a link into next section possible, hence allowing the gradual interconnection between
sections, but suggest at the same time a silence paid as an homage to the lost ones. In a way,
elegy, while operating through imaged words, resides in these dark interstices, in these black
gaps between collections, allowing the film to move from one act of mourning to the next, hence
all owing the mov e mietuntquaied inHoW thegBssay Fino Ehinkeretlie s
presmce of truth in between spaces, fAtThe truth
Salt of the Earttin which black spaces draw demarcating lines between colleidimese
repeated dark spaces also signify the undercurrent ellipsis in the digmifired by the many cuts
andfadesinto dark at the end of each collection. At @ral of each book of phatd the film
there is a black space, a trend that continues to the end. The longest dark space appears after
Rwanda photosThis elliptical movemst becomes conspicuous in the end as part of the
consolatory section to which | devote a complete section below.

Another factor of movement ifhe Salt of the Eartts the binary of still and moving
images. The alternating mo¥erward of the film and itprogression is a pattern of pause and
move Such a binary serves two purposes. First, it propels the film forward and, sécoedtes
a discontinuity that the film bemoans. This discontinuity implies movement of. étegther

words, nontage in théilm is done in a way that formal discontinuity intimates thematic

di scontinuity. I n ATaking Steps Beyond EIl egy:
William Watkin, argues that pasp ealnedg yh itthse rnee giast
®Rascaroli quotes Goethe in Dimitrihietgre(§du Latsi sos

Cin®ma: Godard, Warburg and the iconology of the
Wa r b uMngnibsyne
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(Textwal Practice 1 ORa®in Frendthmeansastegp whhepas fis used to form

negatios. Agamben, according to Watking Asmpaslkesal |
argue later in this chaptérhe Saltofthe Eartac t s | i kDer Spaieggang m,( The Wal k)
by Schiller and, drawing on the metaphor of i

t he fiphssh meaaiing Astep and negationo at the s
Astressedo and t he mowirhe §alt of thaEasdtse pliotolsthe unstr es
stress and the film the unstressed, and not the other way, as it is the imagdiis aridch are
foregrounded. Besides, they are the subje@thef Salt of the Earthnd capture the most
important part of the elegiac, grieving the lost ones and at the same time showing the subject of
the film mourning. | nt ¢a didn ttihoen ,s etnhsddsisel pdhiostcouss S
process of paspaendti ba, inagafii ond which Watkin
element of elegy, continues to the end. On a different layer, the photo collections captured by the
photographer stresbe woes of people in different parts of the world while the moving images
shot by Wenders mostly narrate an episode from the life of the photographer.

In addition, colour palette in the filnokh reinforces the sense of discontinuity and
contributes tanovement. The blackndwhite and colour binary and the contrast between light
and shadows intensify the pattern in the same way that the difference between still and moving
images enhances such an effect. In the film, colour is part of movement. Ttestbatween
light and shadows, a definimpmponent ophotography that Wenders specifically alludes to in

the beginning is one of the elements of montage. Deleuze states that in the Frenabf school

fim*fieverything is for movement, even | ighto (4
' n Cinema 1, I n a chapter called AMontage, 0 Del e
include the Soviet sdol, the prewar French school, German expressionist and finally the American

school. The French school, according to him break

and adheres to a fAmechainma@d. & oAlp tedmaingdhe Selt 6 the Mo v e m
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school 6s |l uminous greyolisura.l ¢ elaldiys | d &kret raa ano,v el

Athe result of a violent str aelfdghtaedtdavieen | i g
Grey, orlightamovement , i s alternating movemento (49)
Ger man Expressioni sm, Del euze argues that in
intensity, intensivedmogeimehtcparsexkeghenice,

movemenimage and the lighimage are two facets of one and the same appearinPpe | euz e 6 s
statement can shed light on how even colour, and the contrast between light and dark, is an
element of movement.

Deleuze discusses the contrast between light and darkness in German Expressionism

the infinite force of light is opposed to darkness as an equally infinite force without which it
woul d not be abl e to mani f es tappearssneGbethée . It i
and the Romantics: light would be nothing, or at least nothing manifest, witlempgaque

to which it is opposed and which makes it visible. (49)

Del euze believes that in thepiGeirmaalsiyashdhbi s imi
discussed is achieved through the play on light and darkness and through colours.

In the preceding paragraphs | argued how the twin binaries of moving/still images and
black-andwhite/colour images are montaged in such a way as to facilitatecrenment
forward of elegy. However, these two pairs are engaged in a dialogic relationship. What |
propose is that the still photos and moving pictures are in a rather consistent correlation with

colour scheme. The dominating pattern in the entire filthasmany of the photos which evoke

Earthbel ongs to any particular category, and for all
philosophical rather than concrete, the techniques and styles of each category delineated by Deleuze can
be used in this angdis to shed further light on the workings of montage in this film.
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loss and grief are in blaegkndwhite while those that intimate hope are mostly in colour.
Whereas stills mostly bespeak a sense of sorr
suggestive of the hope and movemmeni n t he photographerods I|ife.
the wordphotographc o mposed of @A phot o stasiaasdordiAdter affpris, 0 c on
while the word cinema, fAgoes back to the Gree
Armature i n Di s pl GaBRostviar TReHInssofrDaniel ErsenBel®. THe e r
rainforests, as part of the moving images captured by Wenders are inweolourl e Sal gado 0
childhood forests destroyed by drought are in black and white.

Moving images are, mainly, in colour and stills are mostly in black and white. In
addition, in between black and white photo collections there are colour intervals which mostly
exhibit an aspect of environment, suggesting that the artists are reflecting anchgnourni
simultaneously the loss and/or suffering of humans and that of nature. Moreover, they appear to
be vacillating between sheer lamentation and a desire to move forward and open up to
possibilities; the former represented by the blankwhite photographwnd the latter
manifested in colour, and at times, iapving images which are mostly on the environment. In
other words;The Salt of the Eartportrays artists who oscillate between still photography and
moving images, from thstasisof photography to th dynamism of cinematography. This
vacillation has also been materialized in the
freeze frames, seek to stop the time, focus o
images seek to make them move tadganew possibilities. In other words, while photographs in
the film commemorate, moving pictures in the film redress and compensate, and it is the
interrelationshipetween these two that creates theeleg the subject constantly is in a

vacillating staus, between avowal and disavowal of mourning, which ultimately ends in a
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passage from mourning. In cinematic termentagein thefilm is convergentThis is to say
while the film unifies omergegshe objects of loss, different elements of montage argicome
togetherto create the wholavhich happens to coincide with the end of the mourning process.

The binaries of colour antslack-andwhite and the coupling of moving and still pictures
reach an apotheosis, indeed a climactic point, when theldoes harrowing pictures from
Rwanda, still andblack-andwhite next to, or just before, moving and colour images of the
Salgadodés family farm, Aturned into a wastel a
calamities are separated by ten seconds of total dark. This juxtaposition on one level is that of
private and public and on another level that of man and nature. The film converges everything,
however, not only technically but also thematically in this quintessentially elegiac part of the
film. In addition, the presence of two voices in the film helpsctiverergence to take place more
smoothly. We know there are at least two clear voices in the film: one is the photographer's and
anothelist he f i | mmaker 6s. We nTheSalsof thesEarth dther wgras,d 6 s v o
Wenders can be like a poet @ge poem has an internal voice or a narrator. The voices
complement each other. For example, when Salgado, profoundly sad, becomes silent, it is
Wendersoés voice which comes to the fobowr and c
acts like a souhbridge, linking sections before and after the black space to each other, helping
the film to carry forwardSound bridge, as the name implies, is a bridge between two scenes:
sound from a previous scene carries over to the next scene or sound froxt gtene can be
heard before a scene ends.

The kind of relationship between Salgado and Wenders resembles the ancient Greek
| aments which showed, according to Peter Sack

~

on Athe use ofwdthkisei moubpert wgenmnobces, 0 as a A
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that this duality of threnosadosnalcrant pedorned byf ound i n
professional mourners, in conjunction with teos the less formal wailing of the bereaved. An
antiphonywould result, the voices of the bereaved coming to chime with the refrains of the paid
singers. o0 Later when this tradition transferr
would have to include the semblance of another voice as stage directmiyairtig and
spotlighting apparently other voices or choru
t he movement forward of elegy in the film. Sa
and carries forward the necessarily dialectmal v e ment of t he wor k of mou
The binary of movement and stasis, similarly, is manifested in music. Just like colour,
light, contrasts, and voice, music, too, is inextricably bound with movement in the film. In other

words, the vacillation betvea lingering in lament and moving forward, as much as in

photography, can also be traced in music. I n
states that Amusic, |ike time, must move forw
music, nos i | | photography or stild]l l'ifeo (61). Thi

the time, the film invites us to move forward. This moving forward, as it were, is made possible

by the music score that Wenders mounts on still images. More thateméighthe emotions,

the music is associated with movement in this film. The score helps the film move more

smoot hly forward, allowing the film progressi
music, like that of history is inexorable, it cannotftbe o zen or sti |l l ed. 0 Sal g
freeze the frame to mourn the losses but music seems to be pushing ahead, not because music is
not on the lamentation side but because there are other losses. Music is indeed a bridging factor
between stills whih are separated by cuts and it is, hence, a converging element. In the words of

Al ter A1 f the fragmentary nature of 1 mage tr a
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oppositeé it [music] becomes the aadwhisht i ¢ mor
holds the whole togethero (61).

However, music plays multiple roles in this film and montagehie Salt of the Earth
benefits from music in a different way. It is usually said the ineffable is expressed through the
language of music or maybe thanly the ineffable can be articulated through music. German
poetHeinrich Heine, for example, inanaftu ot ed st at ement refl ects, D
words end. o0 The film employs music at the sam
sometimas as a sound bridg¢éhe music starts on an image but segues into the black screen
where the music reaches a height. Music, of course, enhances the elegiac mood, reinforcing the
effects of the photographs and vemeer. However, the score alsoscbntrapuntally. In
AWor kers, 0o for example, the tone of the narra
slower moving towards gravea term which refers to a slow and solemn tempo which
chimelike sounds, reminiscent of choral music, caméard. The chorale in this part heightens
the effect of the voicever and serves as a converging element which connects seeing and
hearing. The film is edited in a way that the layer of sound, in the form of-gee&eand music
accompany the photos, réncing its elegiac effect. Ker and Beicken iThe Films of Wim
Wenderar gue that fAmusic authenticates the visual
hearing merge and create an infatuatead uni on
attempted a formal analysis of the film, let me take a look at its overall structure through

interreading the film with a poem.

Schillerdds AThe Wal ko
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| discussed the structure and the movement of the film above. Let me turn to the ways in which

thisi I m can be read in the | i ghetSpaziergaag p dielthiec el
Wal ko) . Exami nat i oreferrmg to thehpeemfcanished more ight orctheo s s
structure of the film. Botfihe SaltoftheEartand Schi |l | er 6s el egy are e

Il n his interpr et adadeabegy, Thdodof Ziblkowski survéys traditiorthle | y
interpretations of the poem, which tend to see it as circular, argngtgad, for a movement
whichismoregi ral than circular. Ziol kowski 6s readi
the ways in whicirhe Salt of the Eartbpens and ends with reference to scenes of nature and

native peoples, which encircle the film. Much like this scenario in the fitti)I8r, as explained

by Ziol kowski, meditates over fAthe countrysid
exposed to his viewo (3). Zi ol koongarkzédesséyen st a
on the rise and fall of Western civilizatn , 6 movi ng from fAnatur al ma n
The word Acivilizationo bespeaks a | arge magnhn

too. Furthermore, bothhe Salt ofthe Eathnd fiThe Wal koicdescheétpweoms
andthisstrutcur e i s especially prominentElegigdo t he ear |
Anot her anal ogy between these two works is th
Zi ol kows Kk i bel i emphasise $ hat hé@ Thet Tha fak étledcarth g o (1 1
similarly, accentuates seeing and then lamenting by foregrounding the photos.

The beginning and the end of the film at the opening and closing credits are like
Schillerds work. We are taken i n ¢titleandbtlkegi nni n
right at the very end, to Native peoples of Indochina in Indonesia and the Amazonian forests in
Brazil. This is suggestive of a continuity on the surface of the earth, signified in these tribes and

their natural dwellings, places in whiallan and nature are at one, and there seems to be an
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idyllic kinship between man and his environment, a continuity that isndstween the two

ends of the film. Thereds one scene in which
their chees are lost into music. The duplicate of this scene would be employed at the end over

the closing credits in which the voiokthe native dancers blesthto nordiegetic music,
attesting to the fil mbés ef f or twithmature nepeeaentedof an
by these peopl es. |l tds i mportant to note that
images shot in colousymbolising hope.

Salgado tal ks about a Acycleodo when he says
areompl eting a cycle with this | an@4328%i t hin th
1:44:02) This circular movement becomes more conspicuous when Salgado, speaking of his
childhood | and, states that Ait f &mdwkedl my <c hi
die, this forest will once again be I|ike when
storyofmylife6c Just as the filméds beginning and endi
green, so too SaltgthdadeGtso chs | ip@moaldifaedmsi n t he
the opening and the ending.

The SaltoftheEartands wi t h Salgadobés meditation on
pictures of green lands and cloudsloud isa regenerative symbel and hear the sound of rain,
also signifying regeneration, and reminiscent of déatin imagery. Accordingly, the fih

showsdifferent parts of theworldy ex hi bi ti ng Sal gadobés ,phot os t

makes a full circle and evelistassd n dyefimsstdrssi r ns t o
in Salgadods home, so t ostarts$dib gva domd contident,rinst ma |
countries |li ke Ecuador, Peru and Bolivia and

mount ai ns. O
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Schillerdéds poem, according to Zixlbkomaeyvlki,
on to fimeditati omao, aboant onvmaherameditati ons o
finally, towards the end, speaks of dAdecline

of the poem are lengthy

Free the meadow receives me with carpet widespread in theadista
Through its affable green coils the rustical path,
Round me hum the industrious bees, on pinions uncertain
Flits the butterfly by over the clover réulied,
Glowing strike me the sun's bright rays, the Westwind rests silent.
Just the song of the lark trills in the genial air.
Now it roars in the bushes nearby, the crowns of the alders
Bend deeply, and the wind waves through the silvery grass.
Night ambros'al closes me round: in sweetelling freshness

O'a me the shadowy birch join in sumptuous roof.

These few lines of the poem bear resemblances to the beginning of the film when Salgado is
rejoicing in the beauties of nature, taking photogsaghhe native peoples. In the film, the first
shots are immediately followed by the title and the subtitle and we see Salgado start recounting
his photographic journey, one which gives a bleak image of the world. In the poem, similarly, we

realize such &hange when the speaker asks

But who now robs me so suddenly of this fair prospect? A foreign
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Spirit spreads quickly out over the foreign terrain.

Brittly separates out what was just lovingly blended.

Subsequent to this point, the poeraeditates on the status of Man and civilization and, as

Zi ol kowsky points out, fAdecl i nauallyg,fendsimn vili zat.
another fAiscenic descriptiono (9) ad\ature,he end,
again, ah! and ivas but a dream, / Which did shuddering seize me with life depicted so
frightful, [/ Wi th the fall of the vale fell t
nature as having the power to f endtismdtdreinit he d
the form of restoration of farms and landscape photography that brings hope to the life of the

photographer. The poem ends with

‘Neath the same azure sky, on the-sathe growing green.
Wander the near and united the distantvdnder,

And see! Homer's fair sun, also is shining on us.

The poem is now back to under the same sky and in the same green land it started from. This
resembles the end of the film when the photog
berefitting from the resuscitated forests.

The poembs struct ur eofthewaysindhbchite immdvesar gui de

from picturesque | ands in the beginning to po
Anatur al mawWal ko,fo tthreem Tchret o how man destroys r
man. The film at the same ti me --pwadwhiehi ms di s a
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recallst h e pfoeimbisl -t as iagorntraysboutal atrocities and countless deaths in Rwanda
ard Yugoslavia.

Sal gadodés wal k, his journey,leadsltcetheat es hi s
resuscitation of hifamily farm. However, he is cognizant of the fact that such a recovery takes
Afgenerations, 0 as he st aperesn,d ealnd Siad ,g aldeordcse ,j ow
shown by Wendensr e mi ni scent of Schillerdés climb of t|
beli eves that the poem is Atopographically, h
circular. Let me quote him in detail he as his words encapsulate the fornfTloé Salt of the

Earth:

First, the poetdos walk | eads him up the mo
farther up, to the eagle and the sun beyorod back down toward his own house.

Second, the history degted in the poem is clearly progressive and irreversible, not
cyclical: there is no suggestion of a retu
fulfills the historical past. Finally, the poet specifically does not return spiritually to some
eariermd more primitive state of mind. His 6r
markedbydi gher | evel of consciousness that cl

people of the fieldd and the happy warrior

In the film, the photographer has a vertical, climbing movement. This elevation is manifested in

the film, literally, in how the photographer treads the hills and mountains in the beginning and

the end. He even gazes nf iagattheeskieswhenheis &ftandingn d t
on top of hills in the recovered forests. Salgado, at the same time, comes to the understanding

that a continuity between man and nature take
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Apresent actitdre thh astt ofrulcfaill Ipast, 06 to repeat f
ofhomeSal gaamphalse i n Br azi | , aSelpstiagresvupwplytnge fyoung
the banks of th®io Doceri ver s, 06 as Wenders comments,o has u
| onger eomplwalos .t Men ef ifil-tumns to atrthe end is a totallyedifferent place

than in the beginning. I n addition, on a deep
his art and about the fate of humanit$hich is showna be interconnected with that of the

environment. These three converging factors, which are elevating in direction, at the same time
highlight the i mportance of c¢closure. Just as
intimates the sense of ependednesand continuity so too is the film elliptical and open at the

highest point of the spire because not asthere no end to the efforts man can make towards

bettering the environment but also because the consolation resulted from suchuatgot

continuous and is achieved over time.

A Turning Point, a Change after aHiatus: Consolation andArt

The end of Salgadods experiences in Rwanda an

photographer's life and in the film. His profound grief after seeing and recording those lost or

living inextremisit he human condi ti on, lrings himts dpointt , as We
where, according to Wenders, Salgado fideeply
Having Awitnessed to the human conditiono in
having mourned the destruction of life through@t ogr aphy, Sal gado, fisi ck
and al so bemoaning human suffering, decides t
Rwanda, 06 believing fithere is no hope in salva
the camera (1:194). Headdsabi | at er, fAhow many times é | mol
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struck by a profound sense of melancholia. Mourning, as discussed slrepeated through
different photo collectiongut the sense of grief is so profound that he is madend &al
something deeper, a sense of melanchakaexplained in the introductory chapter, according to
Freud, the impossibility of leaving mourning behind is the characteristic of melancholia.
Although repetition, the many times Salgado grieves the ldlssmsgh photographys
reminiscent of Freudian mourning, the question he asks after Rwandan atrocities reinforces the
impossibility, the difficulty of a passage from mournikigenders here asks a crucial question,
the answer to which can be seetthierestofthefih:. fiwhat was | eft for hin
R w a n dRg? 1®)This deep sorrow was further intensified as Salgado returned to his family
farm in Brazilbut muchtchi s furt her grief, the farm fAwas nc
say thewider wasteland out in the world is now coupled with a private wasteland at home.

There is a turning point heras the tone of the film turns less somtrawever.The
photography and cinematography become colour. Salgado, having lost a son, albdhildho
memories, and his fellow humans, now embarka pew project to resuscitate the green forests.
This is done at a time when the process of loss seems to be irreversible yet possibilities exist and
Salgado cannot afford to miss them. The vaiger heress ay s, @A Do the plants t
Nature seems to offer a solace, a compensation, taKigstevean term to the losses or a
solution to the hiatus in which he is deeply entrenched. This compensation becomes most evident
when Wender s c owamtbensolgign, thiefahdehealBdbasiitdo s despai r o
(:27:461: 27:51). Thi s s aurdotphotographyds &/endess explaihsg ad o r ¢
Aj usnparting Sebasti«ods calling as a photogr aj

the future.
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Salgado turns to landscape photography and in a sense compensates for his losses
through, first, actual growth of green forests and also through memorializing them in his colour
photographyThisresulted in a collection appositely titl&knesiswhich according to Salgado,
was fia t r i b uThisiswhatcdnieets thpeltw soartes af solace, converging them in
onepointi n fact, Wenders muses that Salgadods col
tribute, like homage, points to thedegiac nature of the project, indicating that as much as the
film speaksof the whole earth in the loss section, it believes in such an inclusivity in the
consolatory partoo. Having witnessed the destruction of the paradise he remembered as a child,
Salgado now attempts to find a replacement for that idyll. This collegmtraying humans,
animals and plantspok Salgado eight years to complete, almost the same amount of time it took
them to recover the barren foresthese are exactly the thinlge lamerd onin his previous
collections. The consolatory sense and a passage from mourning becomes all the more vivid
when we hear Wenders sayjiigt he | and waSse btahset i r«eonbedduys etscpai t h e
photographer lamented the loss of humans natdre in general, the consolatory part, that is, the
new photographic collection capasboth humans and nature.

There is, however, one revelation that needs to be addressed here. A return to nature or
landscape photography and a turn to revival of nature is suggested as being a long, continuous,
multi-generational feat, pointing to the ellipticity of such a consmawhich is, at the same
time, signified by the gradual growth of plants. This affinity between the consolation and the
growth of plants cvamn der finlf eirg etdh bty drnwhiad éas cC ¢
Salgado states immediately after wert@areflectionsabout the growth of trees.

Forests are central civilizational assets. Robert Harrison arg&esasts: The Shadow

of Civilizationsthat the importance of forests lies in the emergence of civilizations. Just as the
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photographersawpmpse ct s of hope in reforestation, ther
world, too. Wenders clearly articulates that
the task of saving has been assigned to nature and to land, intimating a tgobétween

humanity and nature. If the main loss seemed to be such a discontinuity as discussed above, then
consol ation can be found in removing the sepa
from nature can be summarised in these few wordssbyHH i son: fiwe have trans
mortality onto the forests in our destruction of them. They have become as mortal as we are, and
their |ife or deat hibDefwordepteatdiso mo)sThd  ©Ginv iulsio:
dissolution of this discontintyi is manifest in the end when the arGe#nesisneets the art of

forestry, both human artifacts, and in this sense, théiashipbetween nature and man.

Interestingly and probably wittingly on the part of Wenders, this coincides with a movement

towads the future and getting past the profound
represented regeneration in a way that contra
Af orests are plidDedorefstradd emp ) Atboagh@Béfim | i zed W
does not attempt to suggest any redemagmdefinitive, final consolation, the word

approximates the mind to a solacing possibihig continuity can offer, one which is shown to

be multigenerational.

Towards the end, Salgadaally admits the interconnectedness of all species and things;

Salgado, upon | ooking at an iguanadbds paws, me
knight in the Middle Ages with those metallic
structure, | seethaguara i s al so my cousin. That we came f

argued that in addition to all the losses of people and nature, one further loss was the

discontinuity between the two and, in addition, despair over the thinga#matioes to man and
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to nature. | propose here that, in addition to the solace that the art of photography and bringing
forests back to life offer, there is a further conceptual comfort which can be found in the
revelation about the continuity between naauad environment. All these three facets of
consolation are offered in the continuous consolatory part of the film, that is, right after the
superimposition of drougttdtricken lands with recovered lands, thirty minutes of emphasis on
such a affinity warrants an elaboration given, especially, that thisrconnectedness in itself
a comfort. | peruse such a unity throughintee adi ng the fil m and the ei
Duino Elegiesas delineated by Heidegger.

As a visual elegy, this film bearesemblance in this interconnection to a poetic elegy
written by Rilke,whomHeideggei n A What Arsee ePso eatss fFao rp?00edt i n a
alinefromH®° | der | i Brdisnd Weode n( fiiBr e a d?? HeiddggaNinageivogally

asserts that in Rilke

The different things, plant, beast on the one hand and man on the other, are identical in that
they come to unite within the same. This same is the relation which they have, as beings, to
their ground. Thground of beings is Nature. The ground of nmeamat only of a kind
identical with that of plant and beast. The

n a t uPRoetry, tang@age, ThoughDO)

Towards the end of the fileverything seemstobeonnect ed. Sal gado admi t
part of nature as a turtle, or a treeé or a p

of Genesido Wim Wenders, and the two artists are conversing about the pictures and continuity

221n line 14 of section 7 difBrot und Wein Bilderlin asksiund wozu Dichter in durftiger Z&ito
Heidegger refer to this question in his discussion of the poets Rilke and Hdolderlin.
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with nature, they fags on the image of a gorilla. The camera first shows the beast in a wide shot
and cutdo acloseup and finally shows the animal from different andleg. 11-12). We see
both the low and the high angle shot of the beast. We hear at the same timedSalgadover c e

which | bring here in full:

amazing how he looks at us, indeed. There is depth in there. He was coming closer. | was
photographing him, his hands in his mouth. He was seeing himself in the mirror for the first

time, the front of théens. He was taking his finger out, putting it back, realizing that it was

him. He was becoming aware of his i-mage and
1:20:06)
This is where the idea of continuiasit cul mi nat

heightens what we hear in the vemeer about nature being our home and belontpregl of us,
t hat Awe are as much part of nature as a turt
whole image is framed such that, especially in theealps it is saturatedndii y ou can no

| onger even distingui sh bettwesewordsfiloraDereuze nci pl e

speaking about frameCinema 112).
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Figurell The Salt of the Earth: Image 11 Figurel2 The Salt of the Earth: Image 12

Di s cus s i bumoHRegiéskre 6 sWhat Are Poets For, 0 Hei
idea of HWhiecOpreaodefi nes as fAsomething that
off because it does not set bounds. It does not set bounds because it is in itself without all
bounds. 06 Heidegger continues: beings fAfuse wi
dissolve into void nothingness, but they redeem themselves into the whole Oferl 0 6 ) . Nat u

contrary to man, is open and connected or interconnected with infinity, as Rilke says:

Webve never possessed, not for a day
the clear space in front of us, in which flowers

constantly open

Heidegger reminds us that Rilka a letter to a Russian readexplicatesit he open, 0 ar g
based on Ril keds words, dAplant and ani mal are
Open? Let me go to the poem and directly from there, using Heidegger where necessary.

Inthebegi nning of the eighth elegy Ril ke says,

whol e eyes. Onl y o uThese lhesdbespeaka diffetence etveen amimalr d . 0
as part of nature, and us, husddferentfrorNhusds onl y i
even plants, a f ILet mequotefastanaasfronathetsécton ia fuletoshoiv

how Ril keds ani mal is fully ,&cowlniemiaes aeechotwi t h n a
They see th©pen, but we do notand thetll e we know, AWhat really eb»

only / from an animal 6s face. 0

ZRil keds fnopeno is different from Deleuzebds, whic!
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But if our kind of awareness existed

in the confident animal moving towards us

from the other direction his knowledge

would drag us behind him. But the creature
knows itself unknown, not understood, blind

to its own state, complete and pure as its gaze.
Where we see the future only, it sees everything

and itself in everything, eternally healed and wh@&)

This is a very suggestive stanza, indeed, and conpletine with the shot of the gorilla just

di scussed. Manés | ack of cognizance about the
ani mal, as part of nature, is not wunderstood,
figazeo an dofthat gazemkhia is éxactly the discontinuity that the film complains

about, a separation that Salgado seems to be overcoming through a revelaionfiAnh e
creatureodo has an awareness t hehisladkefiniuislondnu nk now
t he part of man about naturedés animal s, which
intuition, is indeed part of the lamentationTihe Salt of the Eartlirhe eighth elegy elsewhere

reads,

... an animal

lifts its calm and silent eyes and looksaigh us.

Thatdés what fate is: to be opposite.
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The gorilla gazing directing at t hdstagtthemer a fr
man and nature are from each other, coming from different and in fact opposite directions.
Salgadods use of Aidentificationo tells of th
acquiring. The gorilla, gazi awgrenassofBisilhaggydobds c
placing the man face to face with the animal, the film suggests how little we know and care
about such an affinity: I n the words of Rilke
al ways opposite. 0 imalsandhuhans arewanmedted, mamisnotlawarean
such a kinship and destroys the very earth he is a part of.

The knowledgattributedto nonhuman creatures is not limited to the gorilla of the film.
In a similar examplewve hear Salgado comparingnmtaro a c¢ci cada who Asings
termite who fibuilds, 0 suggesting an affinity
AsRl ke writes fAClose to death é / One stares a
suggesting we are one in deaththeme he returns to later e eighth elegy meditates on such

an affinity

O, the felicity of ainy creature
living forever in the womb that carries it;
the joy of the gnat, still able to leap inside the womb,

even on its wedding day; for the wbns everything. (47)

And before these lines, Rilke beautifully yet in a deeply elegiac tone reflects on how animals are

sad, indeed melancholic, because of such an awareness of mortality and the end, something
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humans and animals share and this sharewlkmge constitutes another connection between the

t wo . Let s hear his words in ful/l

Yet there sits inside the warm, alert beast

the weight and care of an enormous sadness.
Something of that melancholy, which often burdens us
remain with him:almost a memory,

a vagueness, that the things we struggle for

were nearer once, faithful to us, infinitely tender

in their attachment to us. Everything is distance now,

then all is infinite as breath.

Despite the mentioned kinship, we have a lack oframess of such a relationship as we are

simply Aspectators, 0 as Ril ke says towards th
says, but we are Anever part of anything. o0 Ri
things, buardopéattfeé&el awgthing in nature, add
We organized it again, and we fal/l apart. o Th
simply a fispectator, 0 tries to orgainesze natur

reveal mandés breakdown as a resul t of bad tre

resources as though he transcends all and everything in nature:

And we, onlookers, always, everywhere,

turned toward everything and never from!
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We are sudited. We set it in order. It breaks.

We put it in order again and break down ourselves. (tr. C. F. Maclintyre)

The last few lines of the eighth elegy bears striking resemblance to the endimgy $alt of the

Earth, speaking of man who, having lived in this world and seen the world destroyed, comes to

the end, to death:

Who has twisted us like this, so that

no matter what we dewe have the bearing

of a man going away? As on the last hill

that shows him all his valley, for the last time,
he turns, stands still, and lingers, so we live,

forever saying farewell. (tr. C. F. Macintyre)

If we concede that botbur artists Wenders and Salgadgelieve in the connection of everything
in this world including plants, animals, humans, a question we need tovals&tiser or not
Aeverythingo does also include themsfilml ves, th

ultimately and equally a selédmentation? IlDominion of the Dead{arrison, asserts that we

have a fAcognizance of the fact that the | ivin
Hei deggerian terms, we -fowawsdeatho kh awareneswiiche of owu
Heidegger denies animals. Tine Fundamental Concepts of Metaphysicsh e st at e s, A Ou
on the other hand, asserts that the ani mal IS

worldf or mi ngo ( 1 9d asupepon gpheie.nTgesemards from Heidegger can
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indicate the extent to which Heidegger's words stand in contrast to whatizo8alt of the

Eathand Ri |l kebés poem seem to be doing, that i s,
betweenmanamiat ur e (ani mals and plants). Let 6s hea
world, it somehow possesses less. But of what? Less in respect to what is accessible to it, of
whatever as animals it can deal with, of whatever it can be affected by as ah ahivhatever

it can relate t o as--andthesewie mgre imporiant gthé comlextofc o nt i

the flmandthe poemt hat AlLess as against more, namely &
relationships that the human Dasein has atitss posal 0 (193). fADaseino i
exi stence and is usually closely discussed in

path towards death. The poverty Heidegger speaks about here can be extended to death as he
clearlyuses he wornd, ofi Dnahsiech makes | ittle sense witho
words, Heidegger denies the animal even such a knowledge while the film and the eighth elegy
both clearly speak of a shared understanding of death. In addition, whileggeidpeaks of the
poverty of other creathaffrels9 fmeéeari bget hehe powo
Afaccessibility of things,o0 the film and the R
But this knowledge in humans can onlydmejuired hr ough t he death of
t hat only the death of others can teach, 06 as
Gerard Manl ey Hopkinsds poem, iclatheckiltliethey t i t | ed
poem A @rvieeveGo!|l dengodbouvte uulntlienaavtienigyo, @Al ear ns t hi
referential di mension and t hadto iHwartrh es oenn dc oonitti
the otherés grief florhemar taamnldi tsye emarkye o winr ot her ¢
(Dominion of the Dead0). The identification that Salgado speaks of upon looking at the

gorillabébs gaze can similarly be extended to o
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rejoices in the revation of kinship with nature, this also includes the intuition about human

mortality and if he mourns the loss of othdrs is at the same time reflecting on his own

mortality.
This interconnectednesss achi eved t hr ough mperdefiaed e . Let
mont age as Athe whol ed i n -DdleuziahtermashiswhHolaisge o t a

the interplay of all the elements in the film including shots, scenes, collections from Salgado and
moving images which produce a whole at the endn@é&aon the other hand, refers transitions,

to cuts, to sound bridges which allow the film to move forward and, as | said, this cinematic
Afchangeo coincides with the elegidetttsamd sor m
remember thatetbf mohmadgemi s convergent yet 0.
reaches the height of montage in a move that

in the form of a superimposition. Technically, the zenith of an attempt at offering solace,

manfested in the resuscitated forests and the new landscape phGeseasistakes place with

the aid of a photographic revelation, by superimposing the green image of the restored lush

forests on thdlack-andwhite image of the old deforested lardisring the droughtFig. 1316).

Figurel3. The Salt of the Earth: Image 13 Figurel4. The Salt of the Earth: Image 14
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Figurel5. The Salt of the Earth: Image 15 Figurel6. The Salt of the Earth: Image 16

In elegiac termghere is an attempt at replacement, an effort to substitute the old barren
represented iblack-andwhite with the new green pictured in colour. Such a dissolve into
luscious green, as the montage does through superimposition, is indeed a kind of reglaceme
one which takes place gradually with the tinges of green becoming increasingly visible,
indicating the gradual process of recoveékgcordingly, cinematic replacement represents
elegiac substitution and indeed the two overlap. However, this sourckaoé sthis restoration
takes place not at the end of the film but rather an hour and twenty minutes into the film when
there is still another 27 minutes left to the end, a half hour in which the narrator and the
filmmaker take turns contemplating taginity between man and nature and at the same time

reflecting on the opeendedness of their endeavor. They unequivocally articulate that it takes

generations for the fidestructiono to fAbe reve

r ev e rlgi@li®)oHe(of course, does not beligweillbeb ut r at hdhis Aican be.

possibility, this consolatiols Aopeno and el |l ipti,caatake and accor

generations.
Let me for a moment f ocios fom mohsaatiome ¢ loa rci
encapsulated in the moment of superimposition of green over-afabkhite. In a conversation

with Mary Zournazi, American philosopher Alphonso Lingis asserts that hope is a kind of birth,
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and that #Ait does not comemnatobindpite ofivhatwer beforge nt b
Abruptly thereds a break and thereds an upsur
birth of aHopet New Rhjosapheew for Changé). The element of hope is
essential to the definition of consolatory elegy and classical elegy in which, as Kristeva argues,
substitution or compensation takes pl&t€he despairing Salgado would not have been able to
embark on a new photographic joayrafter the horrors he witnesdead it not been for the
hope that Al ando g av eanagnormiswhich leadro tlee Ipassibpity of mo me n t
moving towards the future; this becomingimsfact despite the past losses. Interestingly,
Salgado marns through his art while at the same time is given consolation through that very
art?®

Substitution operates through and within representation in the film. According to Jahan
Ramazani , Peter M. Sacks fiuses ¢é tngisthevi del y h
psychic basis of el eg ysksuiewslandwritesithahcoondsgto e x pl ai n
Sacks fAthe poet redresses | oss and overcomes
per s oRoétry of Mourningc i ) . L et nmeThedmlish Etegy rdhe &psning of
this book Sackstates hat t hi s Aredressodo happens because
and figubBat padnesis6 t)h.e remedy to his grief, and

superposition of green farms on the barren farms, as a converging element of montage are

ZInBlackSurKr i st eva maintains t mat @ewahlhiomdtlio®dn .alKon et
Asubl i mati onds dynamihypersign amind gyl evith the degressive void. Wiesa v e s a

is allegory é which regains for myself a higher m
the sake of smeone else. Artifice, as sublime meaning for and on behalf and the underlying, implicit
nonbeing, replaces the ephemeral. Beauty is consu

25 n the Kristevean terms, art can be a substitute for loss. The depressive knows, oftltatingeis only
deceiving himself into such a belief in consolation because sublimation is a form of repression. In my
analysis of the film, such a sublimation, to use a Kristevean word, is only temporary and this
temporariness is, in fact, the reasonyliie subject of loss is inbetween and always moving on. No
consolation, that is, can be ultimate and one should be followed by another as loss is also repetitive.
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figural. This is to say that in the film art and its figuration substitutes mournifidne Salt of

the Earth the reated public and private losses the photographer bemoans finally, after a period

of Adespair, o find a voi c@enasisFigtrdtian intin@esae sent at
relationship; something stands for or points to something else. The filmy&weplaces and
Ssubstitutes through montage and in this part.i
through a superimposition. A similar conviction about the relationship between loss and

substitution through figuration is held by HarrisorDiaminion of the Deadvhere he argues

how figuration helps the | amenter overcome (gr
Voice of Grief, 06 discussing the Apurpose of r
dead, not to mechanically disoige emotion, but to master grief by submitting destructive

i mpul se to object7i)vve Ssymbalril zyat iS;aamck s( 85 gues t
architecture, sculpture and even dance are es
Aphot oigs alhegggi aco0 as suggested by Harrison anc
the photos imThe Salt of the Eartlwhich is funerary not just because it gives voice to the dead

- we see the film is replete with corpses and the presence of coffalgersts but becauseat

the same timghe film commemorates and this remembrance helps the mourner overcome grief.
Commemoration in the film is ritualistic and is further heightened by tribal rituals at the two ends

of the film.

The Salt of the Title

The title of the film referensea famous passageThe Gospel According to St. Matthéw. 3
16. What does the title refer to? Warethe salt of the earth? Initially Wenders states that

Apeopl e are t he a lwthseenistoe in kne with thet ubual uradrdtaading a | |
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of the word: the poor, the downtroddéd«ct c or di ng t o Eduard Schwei zer
were commonl y saténdlightcefd tthoe TaesGadditNbaes According to
Matthew 10). The Laws refer to thiave books of the Hebrew Bibler the Torahtwo parts of
which constiteS a | g a d o Bxedusand@ekesisIn fact, these two pivotal collections
constitute the backbone ®he Salt of the Earttwith one Exodus connected to the act of
lamentation and the othéeenesisassociated with consolation and/or compensation, which
marks the end of the filmic elegy and a passage from lament.
Therefore] propose that the salt of the earth in the title can refer tphtbgraphy,
which, records and preserves with and through
the nedB)han@vshe Aworl do (vs 14) de)nmply refe
addition, the salt as preservatives reminds thaje8lal helped preserve the earth, resuscitating
the forestsin this literal sense, the salt can also be said to refer to this photographer in this film.
The corollary, in relation to the biblical us
referto the man or merwhile thelattercan be connected to the domain df @re know the
dissolution of the boundary between photographer and his work is also accentuated by
Wendersés cinematographic techniquemaga. whi ch
The photographer here inthisfitnan be compared to a fApoet i
He |l der | i Brauwd Weote B(riead and Wineo), it is asked

dest it f%The answemséeatant The poetds answer is they

f BotundWeid i s an el egy wr i tt en The Classidal€Ggrmalilegyh e x a met er
Zi ol kows ki writes, the poem fihas been exhaustivel
consists of a personal framework embracing a meditative core. In the opening half of the framework the

poetic persona is driven by his elegiasphar at living in an age of deprivation, a nocturnal period of

godr emot eness. 0 Ziol kowskii t hen adds, the Acentr al
come too | ate: Greek antiquity has {féosevwpnabtiysds
resolved, 0 as he moves from Adarkness to |light. oo
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thewinegod / Moving from |l and to | ando at a ti me

people, |/ And great sorrow beWealaagnfrans it must,

Heideggerwhonotesit o be a poet in a destitute ti me me

fugi t i Weetryglaogsage, ThoughtP4 movi ng on to conclude th

time must especially gather in poetry the nature of paetryWe c¢ a n tephdotogmaphytds hi s

propose that the photographer should especially gather in photography the nature of

photography, which, according to Wenders, is to show, lightoth a literal and a metaphorical

way. By literal | seek to point to the sense that phatolgy is about light as affirmed in the

beginning ofThe Salt of the Eartnd by metaphorical, | mean light, that is, hope or rather a

solace can always exist and it is on the artists to record it and show it. That the film is about the

life of a photograper also makes such an interpretation of the title all the more meaningful. The

subtitle of the film is fAa journey with Sebas
In addition to the photographer who works with light and darkness and can be said to be

the salt of the earth,treer i s a subtl er reference to the art

passage of our photographer from mourning and his stride towards the future, subsequent to the

revel ation that solace is possi bl euniguedayi ndeed

of editing the film, which ends in rainforests. This ending signifies anotteconnection

bespeaking Aci nema as r edeecieEnta move, flmcanbeian t hi s

preservative, a recorder, a writer with light and singdind hence, the salt of the eafthe

Films of WimWendems x pl or es t hi s n,attribubng the poweoéfilmdte r s 6 s ar

Aredemptiond and speaking of Athe fil mmaker a

the camera to Aengage in a great rescue missi

of his own O&6éHesper

i a
itself to be readyo

ociety as the new site to
)

n
(
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otherwise continually vanishesintoh e vi si bl e real m. 06 Demonstrat.i
transient state of things, 0 Wenders, accordin
whoiil ament ed t he di salphpe awaarnd efi rodd & ehm,ndgy sion (add d i
can mecaonmphetnos at e , 00 wtho cihr d breosur arti sts here |
consolatory, compensatory affered as a substitute for things lost and lamented.

However,wec annot di sregard Wenderso6s unequi voca
aret he salt of the eart hoawdregmwontarfig.ild),takembyki ng at
Salgado, a picture that precipitated this whole cinematic prdjeetSalt of the EartfFig. 17).

If, indeed the photographer and his art are one and the satime fdm seeks to communicate to
us, and if the lost ones are given a voice through the photographer, then it would make little

di fference to make a distinction between the

e ar (Fig..1618)

Figurel7. The Salt of the Earth: Image 17 Figurel8. The Salt of the Earth: Image 18

The central premise ifhhe Salt of the Eartls that photography and film aeach a
means ofmemorializing the absent ones and are, hence, elegiac. Theohkergesandbrings
together to the point of imbricatipdifferent objects of loss which include man and nature and
their separation from each other. The film, similarly, offers a solatteeiform of art and nature

and the possibility othe continuity between man and nature. Montage provides a vehicle for the

97



progression of elegy, creating fda wholeo in w
interconnected, offering a consolatohw ch i s fAopend and el liptical
resuscitation is continuous and migénerational in a film whose scale is global and because
reversing the process of destructityoSalgadec ano be
after seeing athe death and destruction, finally manages taige the world in a new

collectionGenesisfashioning a different world and a new beginning. There can only be

beginnings
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Lauri e Armdaetofsa Dag:d s

The Bardo as Elegy andthe Consolation of Love

As an artist, | have always tried to connect two worlds. Theafied real world

and the other world, an alternate world of possibility and chance: a dream world

(Laurie AndersonLaurie Andersopn

You should learn how to feel sadtwh out bei ng sad (Ander son
gtd. inHeart of a Dog

Life can only be understood backwards but it must be lived forwards (Kierkegaard

gtd. inHeart of a Dog

To live in the gap, between the moment that is expiring, and the one that ig arisin
(Laurie AndersonHeart of a Dog

Every love story is a ghost story (David Foster Wallace gidieiart of a Dog

The Purpose of death is the release of love (Laurie Andefisamt of a Dog

Prelude

Laurie Andersonbds 2015 e s BHeaydfaDogsa,/smingte i cal , p
meditation on life, love, and loss. In this chapter, | focukleart of a Dogo explore the ways

in which Anderson captures those topics, paying a tribute tacfaracters in her life: her rat

terrier, Lolabelle; her husband, Lou Reed; an artist friend, Gordon X2kitk; and her mother.

As she writes an elegy for these four beloveds, Anderson presents love as the panacea for a

passage from mourning which allew h e r , as her Buddhi st mentor c

99



without bei ng s ad ~witeleflifestory, semgcorwincedefallpwing t o r e
Kierkegaard, that dalif e;bcuatn iotn|nyu sbte hbuen dleirvset do of

|l t6s hard to define Laurie Anderson. She has
performance artist, blending sound and imagsting all the works by Anderson in this
introductorysectionis not possible. This short introduction only serves as an ogdda
detailed analysis of her elegiac filideart of a Dog

Anderson has written poetry and has composed lyrics for her musical works. In fact, she says
her first influence was the poetry of Vito Ac
hisconf essi onal obsessionso ( Howe HdndpBobeTablel nt er e
(1976) i s bas e dDinePoéreHernuscal Merks,p®duted sy Warner
Brothers Records, include the 1981Supermamnd the 198Mister HeartbreakShe is also a
visual artist, creating drawings and sketcidight Life(2006), colour drawings of her dreams, is
anexamplewhichcapt ure[ s] the manhnaaseshoboh hpopteheadt e
Dreaming Bodyo at t he gealtde pantingtgAhderson greséntskhect i o n
theories of dream, which she eventually returns tdeart of a Dog?’ At the same time, she has
made some of the most thougirbvoking art installations such &sur Fortune One $1996),
Handphone TableandTilt (1994). She has made short videos and photographs that have been
used in her installations and documentariesHkart of a Dog

While her work engages with the lyrical and the philosophical, she is also deeply social

and political. She turned to satissues as early as 1989 when she perfoineggty Places: A
Performancd 1992), which Afeatures her alone on st a

(Howell 27). This work is the story of pain and suffering and loneliness in America. Like many

27 This book of paintings does not have page numbers and instead on top of each page the dates on which
the paintings were drawn are given. AThe Dreaming
and has no page number. | will return to thiserlater in my discussion of dream.
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of herother works in which animals perform on the stage along with Andersamjy Places
there is a section called ADuet with Dogs. 0 H
performancé/oices fromthe Beyond a monol ogue, fWarr,eda catsi asrh et g ul
accompanied with only three songs and one image (Howell 29).

Ander s on msuvreatteststo anaher salient featuréhe pervasivepresence of
nonhumans, which include objects like a phon€atephong1996) or a pillow inTalking
Pillow (1985). Nonhuman animals also feature in her work. Examples include a dog, which can
be seen in a section call ed Stofiesnomithe ervewvi t h  An i
Bible; A Retrospective 1971992(1994) and a parrpas in thesound installatiory our Fortune
One $ Whether in the visual or musical arts, she always displays a tendency to blend forms.
However, she prefers to be called -ardeor Vo ml
justastoryt el | er , 0 walll26). Har atoryeelling id especially reflected iNothing in
My Pockefedited byDsVoi r books 2009), originally fAa sou
into a print book with the same title. This w
drawings-- a work in which animals feature as w@tories from the Nerve Bible, A
Retrospective 1972992, accor di ng t o An d eform anthglogyi obstoieaonwi d e | vy
tape which included fragments of songs, letters, theories about motion, hastony, v @)s i o n o
This book contains, as the title implies, the
installations, and performances prior to 1992.

Andersondés documentary work is relatively
documentay films, depending on how the word documentary is defined. These irtdude of
theBravg( 1986 ) , Afa concert documentary film, 0 abo

have directed ito because it seemetdiernot a Apr
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documentarpearreader( 1 974) , fAabout sex in the 40s0 but
compr essed afiihde eBipg)nRlilrmdybhe( documentary films are
independent works of art, they should and can be seen in the light of her othier artis
productions.

Heart of a Dogs a documentarthat blends many of these forms and techniques,
employing them in order to talk about the lost beloveds. Anderson utilises her old home videos,
her paintings, her photographs, her mugpeaformances, and even typographic arts, to mourn
the absence of her loved onBfiotos and videos sit next to each other and both are interspersed
withAnder sonds drawings and even animation art
t he farrdtiomgsntmrely Anawers,onhlbass vaoircefl ective ton
lyrical script muses over life, death, and ultimately love, enhancing the personal atmosphere of
the film. The whole film seems to be like a surrealistic dream, wheneest@mbers her past and
understands it, or writes it backwards. The film seems to display a parallel movement that shifts
the focus from one beloved to another, engaging at the same time with both the private losses,
and a public lament for victims of thevin Tower attacksHeart of a Dogs an elegy which
portrays death and offers a consolation at the end in a very unique way by giving the stage to one
of the absent loves it bewa#sLou Reed. In addition to grieving the absence of loved ones, the
flmbemoans a Al ost |l ook, 06 a |l ook that acknowl e
treats them similarly in death and love.

Let me, first, turn my attention to my method in this chapter and explain a few of the key
terms | use in my examination of &re r s o n iBeart of a Dogs an elegiac film. To refresh
our mind first, | should say one of my arguments in this dissertation is that the subject of lament,

in his/her search for solace, looks for some sort of meanadgng, the nature of which is
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continuous and elliptical. | use this word as an adjective of ellipsis. The process of searching for
a meaning can be the creation of a form of art, or a philosophizing of sorts about death of
beloveds. The three main sources of consolation which constijutiscussions and
explorations include arfThe Salt of the EarjhmetaphorQriental Elegy and love, as |
propose, iHeart of a Dog However, consolation, whether of art, metaphor or love, is a process,
not an act and is, hence, continuous. Hereingh chapt er on Andetloseonds fi
gives the narrator, the subject of mourning, cannot and does not stop once a temporary passage
from grief is made. Consolation is only temporary as loss never vanishes and only moves from
one form to andter. In other words, there cannot be a final-tme relief from grief. The
subjects of lament may, in the course of their life, constantly think about the lost loved ones, and
such a process of consolation is made more complicated when there are toskgde
experienced.
In Heart of a Dog the narrator experiences and speaks about four deceased loves. The
finality of consolation is just an illusion, something df@mpe I'oeil and a matter of
perspective. The narrator, the flmmakeHeart of a D@, embarks on a journey that helps her
find love as solace. Such a continuous process of consolation, | intend to show, is directly related
to and effects another process: @eation that the narrator undergoes. Suchaeating and
effectively the catinuous, elliptical process of consolation is made possible throudgatie,
which points to fia stateo after death in whic
forms, according to Buddhist tenets. The film makes references to the prbessiong
through narrating stories, aktkart of a Dogserves the purposeofver i t i ng t he narr a
| take rewriting as an equivalent to what happens inBaeda A Buddhist termBardo,this

limbo-like phase arindeed space after deathignifies an inbetween state at the end of which a
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new form is created. Therefore, elegy, in whiclwrding takes place and tligardoin which re

shaping occurs are taken to be one and the same in this analysis. In other words, the elegiac and
theBardomerge in the film and are one and the same. In fact, it is the aetwitirey, which

facilitates recreation of the narrator's self.

Self recreating through consolation of different types is comparable to the process of
replacement and compensation that Kristeva espouses, especially in her influentBllaskork
Sun,where she talks about art as compensation for lossrd¢ing of tle self through
consolation recalls works by other literary scholars of the field such as Peter Sacks and Jahan
Ramazani whose insights on elegy, drawing on
been key texts in the study of elegy. To refresh our nmmmadirning, Jahan Ramazani contends,
following Freud, connotes a passage from lament and has solace at its core, while melancholia,
especially characteristic of Modern poetry, suggests a deep state of grief in which the bewailing
subject does not want a cmation. Yet, following Diana Fug8) wish to carve a space for
consolation; a space that is opamded and similar to an ellipsis. It is this continuous process of
solace that leads to-meation of the self and it is within such a perspective thateation
makes sense. In other words, loss becomes an occasiorcfeatimg the self. It is based on
such a formor life-changing logic in the intermediary period or process oBtrelothat |
employ the idea afe-creation of the selbecause the sjdrt of lament, the narrator who makes

the film as a&ardo,comes out of it eventually as a new self.

BFuss states: AEven when elegyds rhetorical arts
is no |l ess worthy, or | ess et hical, for the endea
spirit of Kuzniar who treats melandhd a not as a ment al di sease or di s

terms of a redemption of loss through representation is to invoke a different tradition of melancholia in
juxtaposition to the Freudian one that robs the depressed patient of corsssoafsher loss and the
ability to voice itdo (11). These remar ks by both
and see melancholia in a different way. In Freud, the melancholic is not capable to voice, while in both
Kuzniar and Fuss, ghmelancholic is.
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In Heart of a Dog the elegiac and the process otreation of the self operates through
the concept of thBardo. The term was originally used irhe Tibetan Book of the Deaat the
BardoThédol According to C. G. Jung, the book can
dyingo and fda guide for t Badoaxiadt Healbetahu(r i ng t
Book of the Deadxxv). Theconcept ef er s t o At hat state of exi st
days after death wuntil the next incarnationo
and emerging or creation of a new form or self. | demonstrate how the literal use of the word,
which can be seen in the film as referring to
coupled with a metaphorical or artisbardo,which is the diaries the narrator keeps, starting in
the middle of the filnf® The aim of such a diafeepng is rewriting. The film as well follows
the logic of theBardo-- to experience transformation. Everything, formal and thematic, in the
film emanates from the centrality of this concept.

In Heart of a Dog we know the narrator, well cognizant of thepiossibility of replacing
the |l ost ones, ends her film with Al ove, o0 thr
Lou Reed. Consolation is possible through the imaginative presence of the lost one in elegy, a
ventriloquial technique that bringse object of lament back to th@urningsubject's life.
However, the object of loss is not replaced by the source of consolation, that is, thy lbeart
of a Dog the wraith, the spirit, or the memory of the objects of love dominates the workeand
presence of the lost ones in the work of art seems to be the actual act of mourning, as the subject

mourning their deaths, names them and gives them.vbacput it in a different way,

®'n this chapter, | have BRasleadanoundhadeddiowethet e art i cl
Tibetan Book of the Dead or The Affeeath Experiences on the Bardo Plane, according to Lama Kazi

DawaSa mdup 6 s E nmglwithalcomRentarg leyCi G. Jung. However, | have taken the liberty

t o use Baadowhénd refertodilm adardo a metaphoricdvardothat Laurie Anderson enters

through her film. In addition, when the term refers to the period after deistiyritten in capital B while

the word is written in small b when it denotes metaphohiaadio.
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ventriloquism serves the elegiac. Ithe appearance of the lbwved mesthat is the source of
consolation. Anderson bewails the four deaths by giving voice to the dead through the figurative
device of ventriloquism.

Such a technique, used in lamentation, should come as no surprise. Diana Fuss discusses
thepreseae of the | ost | oved ones in elegiac poet
Aventril oqui smo are used to give voice to the

Fussods depl oyment of Aprosopopoeiadadoama® a&anr ipete

el egies and specifically in what she call s th
which such an elegy revives corpséSimilarly, sheutise s fiventri |l oqui smo as
device to especiallyrexpiaoagel oiet epbemcal [ 38
Ahave al so been power ful medi ums of surviving

demonstrate hothe film removes the boundaries between different voices including the
survivor 6s voi c einadtlitloratd praviding a indares ofrgiging tha absentd s |,
beloveds a voice. For example, Laurie Anderson's voicgles withh er r at t erri er 6s
similar merging of voices seems to exist between Anderson and Lou Reed. Ventriloquist

techniques have long &e used by Anderson in her installations and musical performances as
suggested above. Fortune One §1996)falife-s i ze 0 and AfAani matronic pa
Bob is used fiwho can turn its head and talk b
Asurrogate speaker, o who Aperform[s] with And
including human or ani mal (Li and Lai 350) . L
art of speaking or uttering sounds in such a manner that the vomaufa) appears to come

from a source other than the speaker, o contin

voice and speaker, creating a double existence where the ventriloquist throws his or her voice on

301 employed the term in my discussionTdfe Salt of the Earth
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t he dumminithis ¢h8pked [)gdore the ways in which, cinematically, the lost loved

ones are given a voice and a stage in the film by the narrator in a process which is akin to
ventriloqusmFuss, of course, employs the term to fh
statesthatiwhat she-woaldl poBmastd the poet assumes fd
imagine their own final moments on earth (13). | have used the term differently to speak about

how Anderson gives voice to her dog and how she and her rat terrier can emlbodghead

address such a technique later in the discussion of Yoice.

Finally, as in other chapters, | inteead my filmic elegy with a poetic elegy. The chapter
broaches a poem that intersects, in form and content, with the film, treabjegts that the film
reflects on. The poem is Derek Walcottds nOdd
the way it bewalils different love objects, the human and the animal, and in the ways in which it
removes any demarcations between thebgeots of lamentation. The poem portrays different
deaths and attempts to offer consolation to the sorrows the speaker expefieisgesem
follows the cinematic analysis bfeart of a Doggs it serves as a recapitulation of the main

points discussed ithe film.

Formal Parallelism and Thematic Analogy

311 first began thinking about the use of ventriloguial technique in poetry in a couSeamus Heaney
and later learned the technique, mainly and originally a dramatic technique, is used in other arts. Diana

Fussds el aboration of the term in her poetic medi
term can be used ideart of aDog. | was further convinced the term can be used here upon reading

Aivoi ce, Object and Listening in the Sound Install
references to the term while discussing the use of nonhuman voices of both animalsagadobje
Andersonds installation arts. I believe that the

the use of ventriloquism all the more pertinent.
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At t he c e ntstachnigues lidsra gpazatleisoywhich holds the whole film
together. One can find many examples where the film makes progression through analogy. In
fact, the underlying technique Bieart of a Dogs analogy. What is thearallelismand the
analogyl am dluding to here? Anderson tends to move from man to animal and from things
human to things animal, thereby blurring the border between the two,, thatvi®eri_olabelle
andlouReedvh o constitute the narrat ordégpbysanost | ove
analogy between the private and the public, moving so that the two domains engage in a dialogic
relationship with one another. Let me briefly clarify these two words constantly used in this
chapter. While the two terms are closely interconnegtét,one evoking the other, | use the
word parallelismto refer to the relationship between formal features of the film while the word
analogyal | udes to the thematics. Scenes from 9/ 11
shown alternately. The filmés representationa
this parallelism. On the other hand, | utilise the wamdlogyand itsderivatives to point to a
thematic similarity and the ways in which the objects ofigileg, that is, humans, and the only
animal of the film are compared.

Andersortreats her loved ones, whether husband, canine companion, friend, or mother
with the saméogic. It is this shared logic of grief on the part of Anderson that allows such an
analogy to be possible and it is, in fact, such a similar treatment of absent beloveds that finds,
ultimately, a consolation in love of both man and animal. The analaxyyrepolated to the
concept of love in Anders@nBim, which is offered not only as source of solace in the end but
is, at the same time, something that binds all togettloee is something that brings humans in
the film and its only canine together.&dh f i | m s hows how Al ovingo i s

animals.
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Let me for a moment concentrate on the formal and technical ways in which the film
moves along through switching from man to animals and vice versa falkbwing few
paragraphs | refer to dam scenes from the film and risk being descriptive as, first, | want to
show how parallelism functions and, then, | seek to elicit a linear line of movement in a film
which might otherwise seem fragmentdd.a section which resembles a prologue tdfithe
the narrator s h &taleng bsdora hdspital ehemmshb givesybirttbto her rat
terrier, Lol abelle. The scene is surreal as w
had arranged to have Lolabelle sewn into my stomachas® tlould give birth to her. Lolabelle
wasnodt a pup pgyr.o wsn(Ed.d@26). Asahe tcane from the hospital comes to
a close with the Ibvey®ws hfaaroew enrg, @ hwe sar, e iil mme d i
through a cut, to another place, very different from the birth scene. We know the narrator is on
her motherés deat hbed when we hear her saying
dyi ng. 0 Thirtlsto death, &ntl from hew nat tebrier to her mother, is very sudden. A bit
later, around eight minutes into the film, the viewer is taken, through a cut, to the tragic events of
9/11 and the collapse of the Twin Towers. This switch also represents & ¢raanghe
personal and familial to public and social. That is to k#art ofDogis functioning on multiple
levels This shift also juxtaposes birth and death. The juxtaposition of shots invites us to view the
scenes analogically or metaphorically. As tifferent scenes are on different plamesread
them analogically. The hospital scene is important as it presages, first, the dreamlike atmosphere
of the film, and second, towards the end we learn, retrospectively, it has been an important part

ofthenarr ator 6s bardo.

2|nNightLife a coll ection of paintings, AnfidMaywme speak
dreams are the secret language of the body. The body which has been silent all the day talk to us all night
in the private |l anguage of i mages, puns, gossip,
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Figurel19. Heart of a Dog: Image 1 Figure20. Heart of a Dog: Image 2

In another equally abrupt shift of focus we are hurled back again to Lolabelle who is
taken, by Anderson,tdor t her n Cal i f orni a where the narrat
experimento with | anguage. However, intialyst ead o
plans to do, the narrator and her rat terrier galmmg stroll in which Lolabelle is nearly caught
by a hawkThe film returns to this experimentation with language and dispensing with it later.
According to Anderson, in this scetkee x pr essi on on Lol abell ebés f a
t hat she was prey and these birds had come to
t hat they coul d c o meopehingkmwlédbescutsto the.theustiSgotglanta n e
planesmnt o t he Twin Towers, that is, a dogds coghn
time and order, the human,6edqtuievalasmmmteroft hleolpd la
air o pos &heresponselMaerson comments, to this daasdgbe same for both the
fi |l m&eancdanhiumans. Anderson wonders, fAwhere hayv
remember that Ait was the same | ook on the fa
word or rather fAtheo .coenTthriasl swaonredn ehs@éss,e aiss ptahret
analogy, which intimates not so much a likeness, not so much an identity between the species as

a similar response to things, here natural reaction to threats from the air, pervades the entire film.

110

















































































































































































































































































