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ABSTRACT

CENTRAL STATIOMND ISSUES OF IDENTITY IN FILM FORM
AND CRITICAL DEBATES

MELINA PEREIRA SAVI
UNIVERSIDADE FEDERAL DE SANTA CATARINA
2009
Supervising Professor: Anelise R. Corseuil

This research addresses questions related tootistraction of
a Brazilian cultural identity in the filnCentral Station directed by
Walter Salles, from the perspective of film forrmdaconcerning the
critical debates prompted by the film in Brazilieand American
reviews. The film is argued to be, by the diredionself, a metaphor
for the search for identity, both personal, in ttesse on the main
characters, Dora and Josué, and national, sinclihencourages the
association of the characters’ journey to a sefmch Brazilian identity.
What this research sought to find were the element8m form that
relate to this hypothesis of the film as a metaptoorthe search of
identity, and how and if the critical debates préomopby the film
identified the issue of identity. For the issueid#ntity, critics such as
Stuart Hall, Robert Stam, and Zygmunt Bauman wereked. For Film

Studies, theorists such as Bordwell and Marcel iMavere used. For



Vi

readings in Brazilian Cinema, the works of Luiz @#a@®ricchio, Robert
Stam and Sidney Ferreira Leite were used. The sisatjowed that the
film, indeed, brings elements that can be related tetaphor for the

search for identity.

Number of pages: 81
Number of words: 27,128
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RESUMO

CENTRAL STATIOMND ISSUES OF IDENTITY IN FILM FORM
AND CRITICAL DEBATES

MELINA PEREIRA SAVI
UNIVERSIDADE FEDERAL DE SANTA CATARINA
2009
Professora Orientadora: Anelise R. Corseuil

O presente trabalho trata de questdes relacioradasstrucdo de
uma identidade cultural brasileira no filn@entral do Brasil dirigido
por Walter Salles, a partir da perspectiva filméceambém relacionada
aos debates criticos que o filme gerou em reseah@ricanas e
brasileiras. Argumenta-se que o filme é uma metafta busca por
identidade, argumento usado pelo préprio diretgtabusca se da no
nivel pessoal, no caso das personagens principais e Josué, e
nacional, ja que o filme encoraja a associacdo ataafla das
personagens a uma busca pela identidade naci@sikeima. A pesquisa
buscou encontrar os elementos filmicos que rematessa hipdtese de
gue o filme é uma metéafora da busca por identidael®, como de que
forma (e se) os debates criticos gerados a partiiirde identificaram
essa questdo da busca. Para teorias de identmadees como Stuart

Hall, Zygmunt Bauman e Robert Stam foram usadas faria filmica



foram usados trabalhos de David Bordwell e MarceartM. Para
estudos em cinema brasileiro, leituras de trabalt®sLuiz Zanin
Oricchio, Robert Stam e Sidney Ferreira Leite foresmlizadas. A
analise mostrou que o filme, de fato, traz eleremfoe podem ser
relacionados a metéfora da busca por identidade.

NUmero de péginas: 81
NuUmero de palavras: 27.128



TABLE OF CONTENTS

TABLE OF CONTENTS.....cotiiteertreeeneeeee e X

CHAPTER Lt 2

1.1 Introduction - Central Station and the Retomad@razilian

CINEIMA ...ttt 2
1.2 ODJECHVES....ueceieteeteeeeteceee ettt st 20
1.3 MethodolOogy.......ccccoveveviiiieiececeeesee e 22
CHAPTER Lttt 27
2.1 Review of the Literature - Debates on Identity................ 27
CHAPTER Lttt 62
3.1 Central Station.........ccvueireinieiecee e 64
3.2 Part One: the conflicts that set the story agtiom................. 67

3.3 Part Two: the emotional and geographical jogrna bumpy

FIOB. et 83
3.4 Part Three: falling action and denouement..................... 98
CHAPTER IV — CONCLUDING REMARS.........ccoceviireene 107
APPENDIX | - IMAGES.......ccoiiitrieieeeeeee et 122

APPENDIX Il -CENTRAL STATION'EREDITS..................... 129



CHAPTERI|

1.1 Introduction - Central Station and the RetomadBrazilian
Cinema

Brazilian cinema has often struggled to survivebwth the
national and international market. When a film fradmtin America,
such a<Central Stationdirected by Walter Salles, manages to crawl its
way up to North America, United States specificalind be somehow
successful in a market that is traditionally bloagter-oriented, due
attention must be paid, since — among other thirgs is likely to
generate debates regarding the culture that prddtick also generates
debates about identities, both national and cujtasargued by Robert
Stam and Ella Shohat (2005). The authors claim itnat globalized
world that has as one of its most vivid charactiessthe candid
circulation of sounds and images from the mostousripopulations,
film production not only has a great impact on oraail identity, but also
helps to shape it (393-394). When a Brazilian fimanages to be
successful in its own market, even more attentiarstnoe paid, since
Brazilian cinema has been striving to conquer ien gpublic: the

Brazilian public. This is this thesis’ central cena, namely the debates



on identity prompted by the filn€entral Stationboth in the United
States and in Brazil. One thing must be kept indnDentral Station
was first shown in international markets, firstire United States, at the
Sundance Festivaland then in Germany, at the Berlin Festival. disw
well praised at both festivals, as it received @saand was loudly
celebrated by the audiences. To briefly illustréte importance that
film festivals have in projecting foreign culturébe reportA Industria
do Cinema Hojeproduced by the American Government, puts forward
that:
Assim como o festival de Veneza original [que teieio
em 1932] almejava promover sua cultura e as cgltdea
outras nagdes por meio dos filmes, os festivais
contemporéneos servem de veiculos para que se fgossa
uma visdo das culturas fora do cinema nacional e de
Hollywood, tornam-se bardbmetro da ateng&o critica d
mundo todo e ao mesmo tempo atraem freqientemente

financiamento e distribuicdo para filmes menorenats
criativos. (13-14)

! The Report “A Inddstria do Cinema Hoje”,

(http://www.america.gov/media/pdf/ejs/ijsp0607 pahows that wherCentral Stationwas
awarded at the Sundance Film Festival, the filmabezmuch more promising in the American
Box Office, which reveals the type of effect awandse on future audiences (13-14).

2 Just as the original Venice festival [which begaf932] aimed at promoting its own culture
and the culture of other nations by means of filoetemporary festivals serve as vehicles
through which one can envision other cultures othan the national and Hollywood cinema,
thus functioning as a barometer of critics’ attemtof the whole world and, at the same time,
they often attract financing and distribution faradler and more creative productions.




In brief, the fact thaCentral Statiorhad indeed a successful projection
in a number of festivals probably affected not oiitty screenings
abroad, but also in Brazil. The film won awardscategories such as
Best Filmin the Berlin FestivalBest Scriptat the Sundance Festival,
Best Film not in the English Languageé the BAFTA awards, aside
from many other wins and nominatiéns

Julio Bressane, a Brazilian flmmaker famous feinlg one of
the protagonists oCinema Marginal— one of the movements that
stemmed fronCinema Novp— once said that “It was easy to chase the
public away from cinema; it's difficult to bring tback” (as qgtd. in
Johnson, 1997). However, even though Cinema Noutdawt be said
to have been highly successful, it did indeed Helmive status to
Brazilian cinema among intellectuals in Brazil amokoad, as can be
seen in the number of academic studies carriedbotit here and in
international academic circles. Having Bressanefgiment in mind,
Central Stationis part of a modest group of films from tRetomada
period that managed to bring Brazilian audiencek bathe cinemas

Central Station(1998), directed by Walter Salles, tells the story

of a woman, Dora, who helps a child, Josué, to firedfather after his

3 For full list of wins and nominations, skép://www.imdb.com/title/tt0140888/awards




mother dies in an accident near where Dora works \&ster of letters
for the illiterate, at Rio de Janeiro’s centralriratation.Central Station
was one of the few groundbreaking films in Branideabroad in terms
of audiences in the 1990s, selling more than 1lbomitheatre tickets
only in Brazil. Aside from that, according to Luizanin Oricchio
(2003), a renowned Brazilian film criticCentral Stationachieved
something that most filmmakers aim for: winning ovet only the
masses but also critics, although there are somepérns to the latter.
Salles’s film was nominated for several awardsiffeent film festivals
and won many of them, as mentioned before. The Vitas produced
immediately after (and also during) a difficult #mfor Brazil and
Brazilian cinema, but it accomplished a very retqide status in the
national and international markets. This was ewdénnot only in the
number of spectators who went to the movie theaberdoreign
countries like the United States, France and Ewiglént also in the
number of positive and hopeful reviews it generaféte mood was of
surprise, since Brazilian cinema had, as Oricchits pt, left the
imaginary of the Brazilian and foreign populati@ricchio 221).

Film production in Brazil, in the first half of ¢11990s, was

practically non-existent, and Oricchio insists on using the dwvor



practically to call attention to the fact that there were filakers who
resisted fiercely, despite the turbulence of tmeeti and managed to
keep on producing films, especially short filmsid®hio explains that
Brazilian filmmakers usually call the beginning thfis decade “the
horrible years,” such was the difficulty to carmyt@ project in the area.
As Sidney Ferreira Leite (2005) remarks, when FedoaCollor de
Mello took over the command of the country, in 1980 extinguished
the already few and dying agencies that helpedlatg@and sponsor
film productions, such agmbrafiime Concine and Fundacdo do
Cinema Brasileiro Brazil, at the time, was trying to find itself
politically and culturally, and was struggling imth realms to survive.
Zanin makes an important remark when he pointstimatt the cultural
environment inherited by decades of military goweents and a
devaluation of the cultural production, that caroeits zenith in the
Collor period, left Brazil and Brazilians’ mindsosvded with doubts
and confusion about the state of affairs in thentgu The cultural
production would, and in fact the author proveg thdoes, come with
these marks of doubts and confusi@entral Stations no different. It
brings marks and evidences that the cultural pribciuevas looking into

its own country for answers about where Braziliatemd in this long



experienced confusion of morals, politics, and -strimportantly for
this study, — identities. Confusion, however, i$ the prerogative of the
Retomadeperiod, as films usually reflect the context inieththey are
made. Sidney Ferreira Leite, a Brazilian historieat|s attention to the
fact that the American cinema managed to conveldavorld, through
the powerful medium of cinema, thenerican Way of LiteOricchio, in
keeping with this notion that cinema has the poteeconvey values
related to culture, called cinema a “meaning-makingchine.” It is
reasonable, therefore, to assume that films froaziBtoo, or from the
Third World, would serve as “tokens,” as makersraaning, just as
American films, based on which people can makerapsans about the
culture that produces them. They convey truthslidations, allegories,
and criticisms that, under careful analysis, madIléo important and
meaningful interpretations.

Central Stationis part of a particular moment in Brazilian
cinema usually referred to &etomadathat is, the act of retaking,
recapturing, and recovering. Most Brazilian critiesd theorists,
including Luiz Zanin Oricchio and Sidney Ferreiraite, identify the
beginning ofRetomadan the mid-1990s, and Oricchio believes that it

ended withCity of God (2003), directed by Fernando Meirelles and



Kétia Lund. Oricchio establishes the “end” of tRetomadaat that
precise moment because, he argues, no activity kegp on
“recovering” itself indeterminately; after a certapoint, it becomes
something else, something other than an act ofveegpand hence the
need to establish a point where the movement “erschsl’ becomes
“something else” (Oricchio 24). Some people doagree with the term
“Retomada,” such as filmmaker José Joffily. He mithat Brazilian
film production has seen this phenomenon of “reggveo many times
that it seems no different this time (238). Howewerthe present thesis
the term Retomadawill be used in order to facilitate explanations
concerning the particular moment in whidDentral Station was
produced.

The films produced during tHieetomadeperiod, and still most
films that are being currently produced, were ctiarized as being
mostly funded by tax deduction laws. The first tleduction law was
passed in 1991, and it was known as Rouanet Lamedaafter its
creator, Sérgio Paulo Rouanet, who took over thesigmnent’'s Office
of Culture and attempted to bring culture back tazl’'s agenda (Leite
121-123). But the law that became most famouslim firoduction in

Brazil was passed on July 24, 1993, calldel DO AUDIOVISUAL



[AUDIOVISUAL LAW], number 8.685. Leite calls attenn to the fact
that the State was no longer “publicly” the invesito national film
productions, but it was still, indirectly, the masponsor, since it
allowed (and still allows) tax deduction. Lacia Nagemarks that it is
the government indeed that sponsors film productiorBrazil, but
private companies are the ones whke the credjtfor it is their name
that appears on the screen, so that they lend-sdoNagib’s words —
their “griffe.” According to Leite, the Audiovisudw implemented two
important sectors, namely distribution and product{123). For the
former sector, the law made it possible for foreigistribution
companies in Brazil to invest in national produsticand to deduct the
investment from the taxes paid over their reveni&erefore,
international companies started to become co-peduavhich is the
case withCentral Stationas it was a co-production between Brazil and
France, and it was also sponsored by both the Rduand the
Audiovisual laws. But even though measures haven biaen to
guarantee a better distribution of films produae@razil, the scenery is
still not ideal. Production is still more privilegeghan distribution, and,

in fact, as Leite and Zanin point out, this is alpem that has been
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occurring in Brazilian cinema since its infaficiistribution is still a
field that needs much work, for films are indeedngeproduced, but
there is no guarantee that they will be shown igelaaudiences, being
then restricted to festivals around the country, dackily, the world.
Unfortunately, that is not the whole problem. Whincomes to
exhibition, Brazilian films face yet another obs¢ad here are laws that
require movie theaters to screen national produsti@s theCota de
Teld®), but there is not enough control, so as long laskbusters
(mostly North American) can be shown instead ofziiem films -- that
will most likely not bring the same number of peopb the movie
theaters--, Brazilian cinema will remain one basegroduction.

For Lucia Nagib,Central Stationhas become the film which
symbolizes theRetomadaperiod, for as its own title suggests, it looks
into Brazil in search of meaning. It represents ‘tiegliscovery” of the
homeland (16). Aside from that, Nagib shows thatfitn also conveys

a trend that persists to the present, namely thdilnomakers from

4 As a member of the Popular Jury in thé' Znema Festival of Gramado, in 2007, | recall
constantly hearing, in debates, complaints sucHasano Penna’s, the director ©fho de
Boi, who said that “we have made the movie, and nowlevet know how, when and if it will
be distributed. That is our main struggle. Makihg movie is easy, finding ways to distribute
it is the real problem” (my personal notes).

® Cota de Tela, or “Screen Quota”, a law passedd®6 by the Ministry of Culture which
makes it Obligatory to screen national films (Giasin 2008). More information at
http://www.cultura.gov.br/




11

dominant classes casting an anthropological gageopalar culture and
the poor (16). However, for Nagib, what distingeistthis trend from
former ones is that filmmakers are treating thejemibnot in a
politically engaged manner, but with solidarity Y16\ccording to
Zanin, a great number of films produced during thésiod seek a
Brazilian identity (33). The films from th&etomada— which Zanin
defines as being born from the ashes, — seek rgtimrithe country’s
roots (colonial roots, in the author’'s argument)t &lso in its near past
and present, answers to questions such as “Quems8o@ual a nossa
posicao diante do mundo? Somos autores de umaaecpltbpria ou n&o
passamos de epigonos, que reciclam o saber akbmionada produzir
de original?” (33). These questions are part of a larger movement not
only in cinema, but in Brazilian arts in generalitlhe academia, and in
politics. In most of these spaces and places therepeople thinking
about Brazil, trying to answer the listed questiaheve. The practice of
cinema seems not to be able to exempt itself (psrif@ankfully) from
social accusation, so the films produced in the0$98nd 2000s bring

some of the contradictions present in the country.

& “Who are we? What is our position before the warite we the authors of our own culture,
or are we nothing but epigones that recycle for&gmwledge without producing anything that
is truly original?” (p. 33)



12

In terms of beginnings and endings, the film fkatonsidered
the first of the Retomadais Carlota Joaquina directed by Carla
Camurati (1994), and it somehow establishes thee toh “self-
discovery” of the period. It is, in Oricchio’s opam, a satiric account of
the Portuguese court to explain its own result Brazil that is still far
from well. In a more psychoanalytical approachc€hio points out that
in most Retomadafilms, such asAbril DespedacadoBicho de Sete
Cabecas and Central do Brasil the figure of the father is absent or
extremely aggressive, characterized as either gosimg or lacking
figure (97). InCentral Stationthe search for a father is symbolic, for he
never appears, but he is, nonetheless, as Origufties, the driving
force that makes the story move forward. As Wehtaltes points out in
the making-off of the film’s DVD, this is “a filmni search of a country.”
The father, in this sense, is the reference thatiBans are searching
for, a search for a tangible identity.

Pedro Lapera (2006), in his study on the Brazili@dm
production after the end of Embrafilme, reminds that the films
produced in theRetomadaperiod bring back a continuous motif in
Brazilian cinema, especially in the 1960s: thatusfng Brazil, as

mentioned before, as its main source of inspiraths Oricchio points
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out, all cinematic traditions in Brazil will be dgpzed against what is
considered the greatest tradition in Brazilian miag namelyCinema
Novg which met its zenith in the 1960s. Lapera does then he
compares the&Cinema Novaradition with the films of theRetomada
concluding that the latter praises cinematic tephes and wishes to
conquer the masses, while the former had no negessmmmitment to
the audience and aimed to convey, through cinemgadisturbing and
alarming Brazilian realities. As Carlos Diegues spiiorward, with
Cinema Novd'Brazil and its people became the central preoatiap
of the new group of Brazilian filmmakers” (273)frand that still takes
place in theRetomadaonly in a less political way. The filmmaker
defines Cinema Novoas freedom (273), for it was free from the
responsibility of gathering great masses in moWieaters and, most
importantly, it was free from the formal systempobduction imposed
by the Hollywood tradition. He explains the goafsttee movement as
the desire to examine the social relations preiger@gions and cities in
an attempt to unmask, in a condemning way, theulltand social
structures of the country.

Following Carlos Diegues’s reasoning, Walter Sallemself

claims thatCentral Stationtries to recapture some of the concerns
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brought forward byCinema NovoHe argues that the film is not only a
reverence towards European and American classic@ma, but
especially towards th€inema Novdradition in the sense that it takes
the characters back to an area of Brazil much eggloby
cinemanovistasnortheastern Brazil, the backlands, 8extdo As Leite
points out, however, films from thRetomadaare more melodramatic.
With Central Stationthis is particularly true. As the author points,out
the disturbances and contradictions are not fulgussed, but serve as
a framing device. Calamities are approached, but mexessarily
discussed or problematized as the main theme. ateynostly in the
background. Leite calls attention to a current delehen he says that
approaching social themes now works as an offggal of artistic and
academic quality, turning these issues into enter@ant rather than
fundamental, society-shaping discussions (130).

Jean-Claude Bernardet is even more radical. He say

[E]sta ponte que se faz entre o cinema de 1994c@reom o
Cinema Novo é absolutamente equivocada. Vinculamema
atual com o cinema dos anos 60 usando a tematidestma é
extremamente generalizador. Um filme co@®entral do Brasil

por exemplo, possui vinculos estéticos fortissioam o tipo de
representacdo e impostagdo estilistica da Vera. Gogso até
concordar com aqueles que dizem que o diretor ptigagdes
estéticas e admira o trabalho de Glauber Rocha elsoN
Pereira dos Santos. Mas o que vejo de proximo entimema
dos anos 90 e o Cinema Novo — caracteristica estétuto de
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impossibilidade econdmica, muito mais que opcadistsa —
seria a producéo pobre dos filmes (p. 112)

Bernardet's comparison between fRetomadacinema and/era Cruz
seems to be pertinent in certain respects. Accgrdin Maria Rita
Galvao (1995)Vera Cruzwas a Brazilian version of Hollywood, as it
was one of Brazil's attempts to establish a cin@madustry following
Hollywood in Sdo PauloAtlantida would be the other example). Its
films had an “international cinematic language” {2 Avhich seems to
be the type of language incorporated by a largebmurof films from
the Retomada As Galvao remarks, Vera Cruz aimed at making
international films, that is, “a cinema ‘just likke foreign’ cinema,
which could be shown with pride to audiences thhaug the world”
(274), and this seems to be somehow what a langdeuof films from
the Retomadaperiod attempt to achieve, such Bessa Novg2000),
directed by Bruno Barret@ndOrfeu (1999), directed by Cacéa Diegues.
But Vera Cruztook for granted that Brazilian audiences woulgylate

the national theaters, which did not come truehwsibme exceptions,

" My Translation: “This connection between the kinfdcinemas produced from 1994 to the
present with Cinema Novo is absolutely nonsensidahtifying current cinema with the one
made in the 60s by using the Northeastern motf ggeat generalization. A film like Central
Station, for example, has strong aesthetic assmeg@atvith the kind of representation and
stylistic traits of Vera Cruz. | can even agreehwttiose who say that the director has some
aesthetic resemblances and admires the work ofb@faRocha or Nelson Pereira dos Santos.
But what | see that is closer between the cinemdenira the 90s and that of Cinema Novo —
aesthetically, resulting from economic impractigalmuch more than stylistic option — would
the poor production of films”



16

such as with the film® Cangaceiro(1953), directed by Lima Barreto,
and Sinha Moca(1952-1953), directed by Tom Payne and Oswaldo
Sampaio. Robert Stam (1997) points out that tmesfifrom Vera Cruz
“reveal an immense effort to demonstrate technicaficiency and to
avoid what the filmmakers regarded as the sloppinéthechanchada
(156). This is an interesting remark because itlccdae argued that
Retomaddilms also seem to aim at having a mtpéastic” aesthetic —

as can be seen in the aforementioriossa Novaand Pequeno
Dicionario Amoroso directed by Sandra Werneck —, more based on
Hollywood'’s style (when compared tGinema Novp so that this
attempt is similar to that dfera Cruz and Bernardet's remark proves
appropriate. Salles claims to try to prais@emanovistain Central
Station but the circumstances in which the movie was madeen
compared to those @inema Novpare quite different, both in financing
and in ideological alignment. Although there isatlg an attempt to
portray social realities, the aim is not necesgaalshock, as a number
of films from the Cinema Novomovement strived to. For Bernardet,
nostalgia and fetishism towar@nema Novas as far as it goes when
one attempts to relate, in any way, the films poadlin theRetomada

period to those made in the 1960s. His argumelin iseeping with
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Leite’s in the sense that Leite claims that assiogjadRetomaddilms to
Cinema Novavorks as a frame of reference for quality, afiéf inore a
film “looks” like a product ofCinema Novpthe better it is. Bernardet’s
argument can also be related to Fabio Barreto'83p0bservation that
Nelson Pereira dos Santos had an idea to implemeBiazil a school
for producers, where people would be trained irs timportant
profession instead of what has been happening azilgn cinema,
which entails having filmmakers carry out the tés&t should be done
by a producer, but approaching this issue any éargoes beyond the
scope of this thesis.

Cinema Novpaccording to Ismail Xavier, was a dense period in
Brazilian cinema in intellectual and aesthetic ®riwhich is not the
way most people would define thiRetomadaperiod. As mentioned
before, the latter, in the view of most theoristsl @ritics, is spectacle-
oriented. The films are, in this particular sens&re ideologically
aligned with Hollywood (or Roliude, as Glauber Radtalled it, in an
anthropophagic style) than with traditions suclCasema Novar even
Third Cinema A Third Cinema as Fernando Solanas and Octavio
Gentino (as qgtd. in Stam, 2003) explain it, is whationary cinema, a

tradition that is composed especially of documésegaiand militant
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guerrillas. As Robert Stam and Ella Shohat explhie,1960s and 1970s
were decades hungry for change, for a new paranogter than the
Eurocentric one (116). New aesthetics arose inorespto this desire,
such as Glauber Rocha’s “Esthetic of Hunger’, whiimed at
revolutionizing film form as we knew it (ugly, sadndhungry films);
Solanas’s and Gentino’s fighting for a guerrilla vement in
documentary productions; and Julio Garcia Espisos@rk, where he
attempted to fight for aimperfectcinema, which meant a cinema that
did not have as its parameter the Eurocentric mdulel one that was
politically active (Stam 248). A film likeCentral Station therefore,
shares little in common with a tradition based ofitigal manifests, but
it has, nonetheless, as its central topic an atteampportray social
realities and inequalities within the context dicdional narrative.

Central Stationis a Latin American film. It is a film that was
produced in Brazil and is about Brazil. It coulddaéd, therefore, that it
is part of a “national cinema”, which, as Philipdga (2006) argues, is
composed of a large number of films, a “body oftuekty” (17). He
explains that

“The discussion of a national cinema assumes nigttbat there
is a principle or principles of coherence amongrgd number of
films; it also involves an assumption that thosmg@ples have
something to do with the production and/or recepitid those
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films within legal borders of (or benefiting capiteontrolled
from within) a given nation-state. That is, the eméxtual
coherence is connected to a socio-political andoaio-cultural
coherence implicitly or explicitly assigned to thation” (18).

Having Rosen’s argument in mind, it is possibleatgue that even
though Brazilian cinema suffers from a “chronickaxf continuity [in
time]”, as Randal Johnson (1997) points out, theasfiproduced in
Brazil are in constant dialogue with the socio4pcdil and socio-cultural
realities, not seeming to matter whether the filare political or
apolitical, romantic or violent. The “body of teslity” of Brazilian
cinema, that is, the films that serve as tokenat thpresent national
cinema, seem to implicitly establish a dialectiation with the political
and cultural values belonging to and usually assigio the Brazilian
context. Philip Rosen (2006) calls attention tornked to conceptualize
how a large number of films can be compared bygisincommon
denominator, one that would make it reasonabldeatify as belonging
to most films, and therefore would be a trace afji'en country’s
“national cinema.” In Brazil, it could be arguedaththis common
denominator is the constant presence of the badkland thdavelas
i.e. poverty and social inequality, as Oricchiousmg To better illustrate
this point, several films could be mentioned, sasiCidade de Deus

(2002) directed by Fernando Meirelles and Katia d;urBaile
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Perfumado(1997), directed by Paulo Calfaand Lirio Ferreira; and
Carlos Digues’'sOrfeu (1999), to name a few. Although not all
Brazilian films show these sceneries, they are @maiten than not)
either in the background or clearly present, asrstant textuality. They
may even be sometimes (maybe most times) consideredcharacter,
such is their force. Oricchio describes theelaand the backlands as
the laboratories where one can analyze, Vitro and in vivo, the
organizing principles of the country, the condiSoaonder which it
works (121), and perhaps that is one of the reasdmnsthey are, so

much so, a constant in Brazilian cinema.

1.2 Objectives

In this thesis, | wish to address questions rdlate the
construction of a Brazilian cultural identity inetHilm Central Station
from the perspective of narrative and film formdaconcerning the
critical debates prompted by the film in Brazilieand American

reviews. As Walter Salles explains in a numbemtgrviews (including

8 Paulo Caldas returned to thertdowith the shocking and also touching filbeserto Feliz
(2007). For more information, seép://www.desertofeliz.com.hr/
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in the DVD'’s extras), he wanted to metaphoricaliytmy the return of
a Brazilian who had lost faith in his country. Higgument comes from
the position of a person who experienced the Cgileniod (and the
period prior to Collor), a very turbulent time fdhe country’'s
population, not only economically, but also cultiyraCulture had been
eradicated from the country’s agenda, inflation wags highest point,
and the population was, therefore, seeking for dppdies abroad (this
issue is well illustrated in Salles’s previous filoo-directed by Daniela
Thomas, namelyroreign Land 1996). While the director seeks to find
his way back into the country in order to find hope does Josué seek
to find his father, also with hope, and Dora se@wisto realize she is
seeking something until she finds it: herself.

The main question | wish to address is relatedow the film
leads to a construction of a Brazilian cultural niity, since the
trajectories of the characters, Josué and Dora, lmanseen as
representative of the Brazilian people at that $jpdustorical moment:
Dora and Josue had somehow lost their hopes iralift managed to
recover, through the process of an internal (ematjoand external
(geographical) journey, their identities, both aslividuals and as

national citizens. Josué lacks models on which iwomhimself and
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thus build his own identity, for he does not knois father, and his
mother dies at the beginning of the plot. Dora'sniity is clearly in
question, since her moral values and attitudes dstrate that she is not
at peace with herself and with the world surrougdier. One could say
that the journey brings her back to herself, to identity she is
comfortable with, in individual and in metaphoricErms, that is,
related to the country in the larger picture of fiie. However, the
film's theme seems to supersede the individualatiaes of Josué and
Dora, functioning as a metaphor for Brazilians wiaxl experienced
long years of confusion and turn their attentiomeoagain to a glimpse
of hope in the “heart” of the country. Finally, maooking for elements
that will show, both in film form and in criticaletbates, how the film
leads to the construction of an identity that ipmased to be hopeful,

for such is the message Salles claims to be ttgimpnvey.

1.3 Methodology

In order to carry out the research as describeaegbthe
theoretical parameters that will guide this studyrelated to theories on

cultural/national identity, cinema, film theory, daBrazilian cinema.
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The main authors used in this study are Stuart, Hgtymunt Bauman,
Robert Stam, David Bordwell, Marcel Martin, Luizrda Oricchio, and
Sidney Ferreira Leite. Film reviews, academic &sitbooks of
criticism produced in Brazil and United States iareoked to illustrate
how and if the film prompted debates on identitheTpieces of
criticism are of three kinds. The first kind ersaieviews gathered on
the Internet, on news websites suchTag New York Time¥ariety,
Washington Postrolha de S&o Paujoand the sort. The second kind
entails articles and essays published in booksh sscin Oricchio’s
Cinema de Novowhere the author dedicates a considerable anufunt
lines to discus€entral Statiofl, and, lastly, one journal publication. By
associating an in depth analysis of the film wikiews produced about
it, | expect to be able to contemplate — to a kehiextent, given the
length of this thesis — what Fernando Mascarellls edtention to in his
article Reinventando o Cinema Nacionalamely that the excessive

attention paid to the cinematic t&tthat is, the actual film, is usually

9 After considerable research it was possible taimie that while American newspapers have
available in their Internet archives older pubiicas (consideringentral Stationwas released

in 1998), the Brazilian equivalents offer more recarchives, therefore | found it necessary to
resort to other means of research, including baois resources on the internet that cited
newspaper reviews from 1998.

0 Mascarello claims this to be a tendency of thelagsda in the 1980s, but he argues that in
Brazil this still takes place, which causegrafilmicaspects to be marginalized.
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done at the expense of tlextrafilmic' aspects, which are equally
important and compose the whole of the film experée(28). Having
this in mind, | expect to be able to encompass bkattafilmic (related
to a number of reviews produced about the film) filmic aspects of
Central Statiorin this analysis.

I expect to find in film form (such as theme, rdirre, and
technigues) elements that corroborate the inityglothesis thaCentral
Stationentails a search for a Brazilian identity, basedh® supposition
that not only the protagonists are in search frefarential, but also the
Brazilian population, after turbulent political, @omic and cultural
times. According to José Jobson de A. Arruda andadwePilleti (2000),
the Brazilian population of the last decades — @sfig the generation
represented by Dora, — experienced a traumatidubdlent scenario:
21 years of dictatorship (during which people nigda from the
Northeast to the big centers like Sdo Paulo anddRidaneiro because
of the draught, hunger, and because landowners gwier over the
productive lands, leaving the gross of the Norttezaspopulation with
unproductive and dry lands); political parties astddents from the

opposition were silenced, tortured and some mudjeaad workers

™ In the original it readaspectos extrafilmicos
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remained with their pays frozen. Dora’s generatitso saw the end of
the dictatorship, and the institution of differentrrencies, such as the
Cruzeirg Cruzeiro NovoCruzadq Cruzado Novoand others, until the
Real all created in an attempt to tame one of Braziliavorst fears,
namely the inflation. With José Sarney, from 19851990, inflation
reached its zenith, at almost 85% a month, addmgou4.853.90/ a
year. With Fernando Collor de Mello, Dora’s genieratalso had their
current accounts and savings accounts frozen ghttegn months, and
saw the renunciation of a nearly impeached pretidbe first to be
elected by the population after the dictatorshiprgeand the inflation
was still a problem. When Fernando Henrique Cardosé over in
1995, after the Iltamar Franco administration, w8andoso, as Minister
of Finance, implemented thielano Real inflation had already been
tamed, but unemployment and recession were growgngoncerning
levels. This is the scenario in whi€entral Stationtakes place. Dora
brings with her the weight of all this experienatjle Josué, being nine
years old, hardly recognizes the situation aroung tvhich, as will be
argued ahead, allows him a more innocent and hbpefspective.
Before moving on to the review of the literatuome could

argue that films are, too, a country’s “visitingrda since it calls
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attention to what the people belonging to the oguimt question are
producing in the cultural realm. It could be basedthis medium that
those from other nationalities construct their kiemlge on other
countries. As Matheus Nachtergaele (2004) argues:

Apesar de ‘O [sic] que isso, companheiro?’ tambénestado no
Oscar, acho que o ‘Central do Brasil’, além deaséitme que
efetivamente abriu as portas do mundo para o ngssmna na
retomada, € um pouco o filme que nos representéesAn
Cinema Novo é que era a cara que nosso cinemaléirfosa e
depois de ‘Central’ foi meio: ‘Ah, é isso que elasem agora?*

The actor plays Josué’s older brotherdantral Stationand poses an
issue that is pertinent to this work, for it goksng the same lines as the
present hypothesis, namely that cinema conveys hahgs construct

cultural identities.

2 My translation: “Even though ‘Four Days in Septemitalso went to the Oscars, | think
‘Central Station’, aside from being a film thatesffively revealed to the world ovetomada
cinema, it is also somehow the film that represestsBefore this, Cinema Novo was the face
of our cinema abroad, and after ‘Central’ it wasrendike: “Oh, so this is what they
[Brazilians] do now” (p 140).
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CHAPTER I

2.1 Review of the Literature - Debates on Identity

Cinema is part of the products that are socially
produced, and is thus a “cultural product,” foratlects on issues such
as habits of given groups of society, morals, custolaws and art,
among other things. It usually contemplates issuweder the light of
their particular time; so that they will bring “ss& from the moment
and place they are produced. Bordwell (2005) befiehat films offer a
means to measure the social dynamics of the timehich they are
produced (25). Stuart Hall (2000), along the sames| claims that
cinema helps us to ponder on the representatioasgofen population,
and thus “discover” who the people belonging ts ffopulation are. He
argues that in analyzing these representations came identify the
positionalities of those who speak and thus del;nea “cultural
identity” (714).

Before further exploring the issue of identityjstnecessary to
put forward some working definitions on represeatatAs Raul Antelo

(1994) points out, there is no human practice thatot mediated, at
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least on some level, by representation (10). Reptation, he claims, is
what allows people to give themselves meaning arassign meaning
to the things surrounding them, and this usuallyues with a greater or
smaller sense of contradiction and confrontatiingesrepresentation is
too mediated by individual interpretation. What gselus work with
representation, Antelo explains, is the materiaitythe text, or in this
case cinema, which allows us to reconstruct thebsjimimmateriality
in representations of different social groups amtlces (11).

Robert Stam (2003) calls attention to the spétjfiof cinema
in the realm of representation, noting that oneukhoake use of the
analytical possibilities presented by the mediunemvinalyzing a film
production in search for given representationsekgains that cinema
offers dimensions other than words, and that if oneoses to analyze
only words, then it would be more appropriate talgre a novel instead
of a film. He says this precisely to stimulate tlee of the possibilities
of representation in cinema, and suggests a sefissues specific to
this medium that one must keep in mind when anadyZi, such as
lighting, focus,mise-en-scendraming, empty and full spaces, silences,

music (original scores or soundtracks and their rnentary on the
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scene), that is, a series of elements that, togettle words, compose
the specificity of cinema (304).

Representation, for Stam, is a space where pdrsgeand
positionalities are paramount. A love film, for exasle, where a given
woman is subservient to a given man may be seandsyas a sign of
respect, but for certain women, and feminists irtipaar, it will reveal
the workings of patriarchal society. Different thetical approaches,
like Marxist, Culturalist, Feminist, will revealftgrent readings. In this
sense, the analysis of representation usually dispen the perspective
from which one is analyzing, and the questions csaee always
important®. In keeping with this argument, Stam suggestsdin&ma is
not only representation, but also a contextualizednciation produced
by and to contextualized people. The author argjuesit is not enough
to say that art is “constructed,” as one must §sfofistructed for whom
and aligned to what ideologies and discourses?)(3a this sense, art
has a political dimension in its attempt to giveiceoto determined
groups. The focus, he explains, should be moréerittuths” conveyed

by certain representations rather than the “distost present in them.

13 Stam suggests a series of important questionsrthgtaid in the analysis of how minorities
are represented when opposed to their oppressmis as “how much space do representatives
from different social groups occupy in the scre&fiflpw does body language, posture and
facial expression signal social hierarchies, amogaservility, resentment or pride?.” To see
all suggested questions, see pages 304-308rotlucdo a Teoria do Cinema
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In other words, the “truths” might be more reveagliabout the group
that produced the representations than the evestiergotypes that may
accompany the work. To illustrate this point, Bliapns dancing tango
under Mexicarsombrerosn Hollywood films seem to tell more about
the ignorance of those that produced the piece #taut Brazilians.
This is one of the methodological approaches sugddsy Stam, one
that focuses on what the images and discoursegiliins have to say
about the groups that produced them.

Turning again to the issue of identity, now asatmd to
representation, Stuart Hall (2000) claims that esentation always
implicates the “place of enunciation” from whichetiperson or group
speaks or writes. What theories suggests, he espliai that “though we
speak, so to say ‘in our own name, of ourselved om our own
experience, nevertheless who speaks, and the suljecis spoken of,
are never exactly in the same place. Identity is awtransparent or
unproblematic as we think.” (704). Cinematic diss&s, he suggests,
are unable to fully represent identities, for thédr are a process and
are constituted within the act of representatiowl, @ot outside it.

Bearing in mind the previous points, Hall puts fard two

approaches toultural identity Firstly, he claims that there is an identity
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based on an act of “imaginative rediscovery,” whishrooted on the

“discovery™*

of an essentialist characteristic of a countrygmred

culture, one that belongs and has “always” coletyi belonged to the
people in that culture. This imaginative act shaubd, as Hall remarks,
be undermined nor neglected, but it should be eggloThis essentialist
approach, he points out, provides the people ajumtcy with “stable,

unchanging and continuous frames of reference asahing, beneath
the shifting divisions and vicissitudes of our atthistories” (705). He
claims that this is the essential cultural identltat films sometimes
seek to portray, which could be said to be the aaggentral Station

since it is a film, as Walter Salles points outsearch of a country. It
could be argued that it is seeking to find the éesial values” of the
country that shape its identity, considering it eleps from the ever-
changing big city to the “unchanging” backlandsewold values have
supposedly endured. It is a film in search of adfidjppast that secretly
holds an essential identity that the country “néedshe able to shape

itself in the present. The second view of cultudlahtity, Hall explains,

is one that both acknowledges and displaces teeviiew. Although it

4 “Discovery” is here faced as a kind of inventiartfie sense that there is not, according to
Hall, a true essential identity, but a forged etiaéilentity that has the purpose of providing
one country’s population with a community “framereference”.
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recognizes the similarities that hold together tiwion of cultural
identity, it also calls attention to the importaanhd meaningful
differences that shape a nation’s cultural idenfitye author claims that
cultural identity, in this case, is botieing and becoming A cultural
identity canbe something, as in the first case — where essesttiali
suggests that there are qualities of a nationattiigethat are and have
always been inherent to the national subjects tit Imialso a concept in
constant reconfiguration, so that it is also cam$fa becoming
something else in the present and will remain aetgoing changes in
the future. It is a transformation that suffers th8uence of time,
culture, history and place. So, in this sense,fonmer case is that of
continuity and shared similarities. The latter, lkoer, is characterized
by ruptures and differences, but, even so, by pooft similarities.
Essentialism, nonetheless, can be evoked as @gtrahs Gayatri
Chakravorty Spivak (apud Claudia Lima Costa, 20@2sons. In this
sense, groups of people can strategically clainesaential identity in
order to have a political voice. This requires important differences
mentioned by Hall to be temporarily set aside. Asseatialist
positioning is not, one could say, a lie. It reffecsomething that is

present in a culture, but which is not necessatilgred by all people at
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the same time and is constantly changing. Cineran,tas Hall
explains, is a place where points of identificatinay occur, and these
points of similarities help shape what is calledltigral identity.”

The concept of “points of similarities” is similém what June
Jordan refers to as “points of connection.” In &sdicle entitledReport
from the Bahamashe exposes the insights she had during a splotri
the Bahamas regarding gender, class, and racexaming issues of
race, she, as a black woman, wonders if havindaa ead an oppressor
in common are enough for two people to bond. Sheders how she,
who is a black woman and a university professath@& United States,
will ever find it in her experience to understantlack woman in the
Bahamas who manufactures products and bargainsesprigith
customers to survive. The issue of gender, skiorc@nd having a
common oppressor is not enough for the two of therhave a real
point of connection. While the only thing at staflke Jordan in not
buying the piece that the woman from the Bahamaslisg is that she
does not want to spend too much money in the begjrof her trip, the
woman in the Bahamas, on the other hand, risksgginito starvation
for extreme need. Jordan then remarks that indaise “[they] are not

particularly women anymore; [they] are parties toamsaction designed
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to set [them] against each other” (41). They amt @laa bigger system,
so that the common denominators, the larger catsyoare not
necessarily responsible for a bond between theseeaple: there is a
suspension of the common denominators in favor lafger system of
values. As she puts it, “[tlhe usual race and classcepts of
connection, or gender assumptions of unity, do apyly very well.
[She] doubt[s] that they ever did” (46). She claitinat as real as these
categories may be, they cannot function as a gredi¢hat, if they
exist, then there will be a point of connection.e3é categories may
very well function as a basis to identify problefalt by people who fall
into these “categories,” but as far as points ohnaztions are
concerned, they are unreliable.

Jordan searches for the words to outline the ashtretween a
shared and an individual identity. Jordan expldfreg the concept of
shared identity entails that which is imposed onand is shared by
those people who fall into a certain “category,ttswas gender, skin
color, or religion. Our individual identity involgethat which we can
choose — at least in most cases —, such as owsgiofn, marriage, and
so on. It is based on this individual identity tiag connect with others,

she claims. In Jordan’s words, “[tlhe ultimate cection must be the
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need that we find between us. It is not who you imrether words, but
what we can do for each other that will determhree¢onnection.” (47)
Jordan’s argument appropriately illustrates anotimrally “taken for
granted” relationship, namely that among peoplhefsame nationality.
Being Brazilian alone does not necessarily makepgreon bond with
another. Strategically and politically it seemsh® indispensible to
speak in the name of a people, but on daily reiatigps, sharing a
nationality does not mean that values, beliefsemus will be shared. In
Central Station it is the point of connection that seems to mtie
relationship between Dora and Josué work, and kiazed national
identity is in the background, in the locationsthe landscapes, and in
the people that surround them. Josué is hopefgleamnch for his father,
and Dora’s development reveals her lost hope & [the film itself
seems to be searching for a hopeful essentialiigémtthe backlands of
Brazil. The two main characters are the ones whd ke spectators
into this search for an identity, and it seems eatltis individual need
that is responsible for the ultimate bond betwdsnnt, instead of their
shared national background.

Along these lines, Anthony K. Appiah (1992) putsward that

every person is composed of two dimensions of itlesit a collective
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and a personal one. The former relates to the motmf identities
proposed by Hall and Jordan, which entail largeegaties, such as
nation, culture, gender and race, and the lattées® general concepts,
such as intelligence, wit, that is, it relates bamcteristics that are not
necessarily categories, as there is no “categarythe witty” (152).
These large categories, the author explains, gtdyhscripted, that is,
they represent models or general norms that pdmgtenging to given
categories are expected to follow. They functiom asrrative unity, for
they offer a forecast regarding how people fromieery category are
likely to behave. Appiah claims that this unity tightly scripted,
therefore both imprisoning and “safe,” in the sethsd people wish for
some kind of unity in order to give meaning to theg@rsonal narratives.
Most importantly for the author is the need to imathat some scripts
have been assigned negative meanings and mustefdier be
restructured and change@entral Station in this sense, not only
reaffirms, at given points, the scripts commonlgigised to Brazilian
people, but also aims to find values within thesépss worth holding
on to. As Appiah puts forward, “If we create a auwd that our
descendents will want to hold on to, our culturd wirvive in them”

(158). Although this will be further explored ineththird chapter, it
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could be briefly said that perha@entral Statioris, among other things,
an attempt to address some of the scripts preseBitazilian culture in
order to both praise and question a portion of th&g) for instance, in
the script of goodness in thgertdq or the cynicism of the city,
represented in Dora’s character, and the scripelagion, represented
throughout the film as the population’s source @béd
In Identidadé®, Zygmunt Bauman (2005) explores the issue of

identity in the contemporary world. He believesnitrly to Hall, that
the task of constructing an identity is not onlyirmdating but maybe
impossible, for it is an ongoing process that nerefs. Bauman claims
that identities are always “invented” rather thaistovered,” and that
the frailty of its ephemeral condition is no longesecret, as theorists
have “unveiled” its provisory condition, as opposedts stable status in
what Hall calls the Enlightenment subject, furthexplained below.
Identities, now, are “poorly connected” fragmenfsy the once
apparently solid social structures of the Statéated to education,
social welfare and social obligations, which dietatrules to which
citizens had to abide by, that furnished the refees for a stable

identity, are no longer as stable as they were,irfothe process of

15 Original title: Identity: Conversations with Benedetto Vecchi.
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Globalization, the claims of these structures weqreestioned and
destabilized. In other words, he claims that idgnis now in the
spotlight precisely because it is “in trouble.” t&snter can no longer be
taken for granted as it once was.

The author explains that the notion of identitgpecially
national identity, was instiled among populatioris: entered our
repertoires as fiction. “ldentity,” according tonhi arose from a
“belonging crisis,” so that the “need to belongVvgavay to the fiction
of “actually belonging.” The fiction of “birth” plged an essential role
for modern States, for it legitimated the uncomdisil subordination of
the national population, and no matter how artfithis fiction may be,
strong efforts were made to make it seem naturalreturn, the
population was granted with a sense of nationattitye of belonging,
and the State was able to legitimate the contrélaoitiers between “us”
and “others,” or in the perspective of developindfures, “them”from
“us.” However, with the advent of globalizationetlStates have less
need for feverous patriotism than before, as natidorders, both
cultural and economic, are eroding in several retspd he population is
no longer assisted by the State as it used torlgeif @o longer has to be

faithful to the ideal patriotic identity projectéy the State, and now has
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the option of identifying with a wide range of pilsifties, from all parts
of the world, so that every man and woman “consstfubim/herself.
The State no longer wishes to have a social weHippgoach since it is
in its interest to have each citizen solving thaivn issues, however
harmful this may be for the well being of the paiidn, especially the
poor (34).Central Stationillustrates this well, as will be shown in the
third chapter. To sum up, the State no longer sffeost of the benefits
it once did in return for the patriotic loyalty, tbthe desire for an
identity is still latent in the population. Baumggasons that

“[0] anseio por identidade vem do desejo de segararle
préprio um desejo ambiguo [...] flutuar sem apaimnnespaco
pouco definido, num lugar teimosamente, perturtedente,
‘nem-um-nem-outro’, torna-se a longo prazo uma ol
enervante e produtora de ansiedade. Por outro lswa,posicao
fixa dentro de uma infinidade de possibilidadesht@m ndo é
uma perspectiva atraent&(35).

As the State no longer offers a safe frame of eefeg for identity,
people are more and more seeking this securitiydrréalm of “cultural
identity,” and the ultimate objective is to forgestate of satisfaction.
This is obtained with the “consumption” of ideregi at disposal not

only in material objects, such as clothes, but @soultural products,

6 «Iflhe longing for an idenity comes from the desior safety, in itself an ambiguous wish
[...] floating freely over a little defined space,arstubborn location, disturbingly, nor-one-nor
the-other becomes, in the long run, a nerve-wreckondition, which causes anxiety. On the
other hand, a fixed position within an infinity pdssibilities is not an attractive perspective”
(35).
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such as films and art. The author notes that is #mning of stable
references coming from the State, people alsoestanblding on to
categories such as gender, race, shared colomitdde among others,
for they seemed safer and more stable. Howevehias Jordan points
out, not even these categories are as stable p9thmise to be, but
some categories do not even “have a voice.” As Bewangues, there is
one pole composed of privileged people and grobasarticulate their
identities at their own will, and there is anotpefe which entails those
who have had their right to an identity deniedjsathe case of several
characters inCentral Station They have no right to manifest their
preferences. They are, instead, humiliated, stgpedt stigmatized, and
dehumanized. They hold a “subclass identity,” whibly definition,
allows for no identity at all (Bauman 44 - 46). Keeping with this
argument, Bauman puts forward that more problem#t&an the
imperialist efforts to expand their territory aridd new labor force in
the past, are the exclusion mechanisms at workytotlaey intensify
poverty and humiliation, and the most crying effedtthis is that
individuals are not only excluded, but they areuesied to solve their
socially produced problems by themselves, an istha is well

illustrated in Central Station and will also be analyzed in the next
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chapter. Some examples may be mentioned in teritie atbandonment
of the State. First, public health systems are raok more giving way
to private health plans. The part of the populatiwat can afford to pay
for private health plans usually resorts to thiiarprather than relying
on the State. Secondly, those who can afford to foey private
retirement plans usually do so in fear of dependinghe State in the
future, no matter if they contributed with theibta force and with
taxes. A last example could be that of violencerripan centers. With
poverty, which also increases when the State stagsisting its
population, there is an increase in violence, iose who have had their
access to social mobility denied will try, by theiwn means, to survive.
The picture painted by Bauman about the States#&daone:

“O governo do Estado é uma entidade a qual € indpel\que os
membros de uma sociedade cada vez mais privatizada
desregulamentada dirijam as suas queixas e exagrities tém
sido repetidamente orientados a confiarem em suagrias
sagacidade, habilidades e em seu esforco sem espezaa
salvagdo venha do céu: culpar a si mesmos, a <até ap
preguica, se tropecarem ou quebrarem as pernasmntm
rumo a felicidade™ (52).

7 My translation: “The State government is an erttityhich members of a society which is
privatized by the minute is less likely to resarfdar complaints and demands. [These
members] have been repeatedly oriented to trustdive common sense, skills and efforts
without waiting for salvation to fall from heavethey should blame themselves, their apathy
or laziness if they happen to trip or break thegsl on their way to happiness.” (52)
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This is, according to Bauman, the message thatState has been
sending to those belonging to the second pole etlmbsthe “subclass
identity” (since the ones belonging to the firsigpdo not necessarily
seek nor need this assistance). It is no surpBaaman remarks, that
people are more and more resorting to religion tanidindamentalism,
which, differently from this “subclass identity,"ofges a sense of
certainty, of stability of values and behaviorseTdbandonment by the
State wounded people who had no means to solvesbeilly created
problems without assistance. Our times, the aythafiesses, is haunted
by the “specters of exclusion” (53), an image w#d in Central
Stationfrom beginning to end.

Bauman compares the construction of identities paizzle, but
the main difference, he remarks, is that in a pupne starts putting the
pieces together knowing what the image should lidakin the end, but
in our current state of affairs, we can pick as ynpieces as we please
and construct the image we would like to see, anthany images as we
wish to construct. The task is that obacoleur, the author observes,
one who builds all sorts of things with the toolsechas been given.
Within one’s biography, identities are construedcérding to Bauman,

this is one of the results of the passage from“dudid” phase of
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modernity — where the State provided a stable eafar — to its “fluid”
phase. He uses the term fluid because substantethigi characteristic
cannot keep their shape for too long unless theypaured into a tight
vessel. Otherwise, fluid substances keep on chgrbéir shape, and by
that he means that we should not expect any stag;taspecially those
related to the State, when forged, to last too .Idthgwever, the State
still represents a space where one feels “safeB#&ignan puts forward,
in our imaginaries, if there are hurricanes, trapd turmoil “outside”
national borders, “inside” there is a feeling ofzioess, security and
protection. Culture, Bauman argues, plays an itapbrrole in
these current efforts of “belonging.” He remindss hieaders that
although the wordculture now seems naturally embedded in our
national identities through what he calls “primatgsignation,*® it
entered our repertoires as something which repredethe exact
opposite of “natural.” It denoted human traits thadre “chosen by
human beings.” In other words, culture changedsigtus from “un-
natural,” that is, “chosen” and manipulated, tottmal.” Culture, the

author demonstrates, is now seen as a shelterdoe stable frames of

8 My translation. In the Portuguese version it refaiscricdo primordial”. The author means
by this that we, as members of a nation, “belongtoading to two models, namely by
“primary designation” and by “choice”. The formentails all those characteristics that one
“naturally” comes with once born within a given ioat and the latter entails all those
characteristics onehoosesn the course of one’s life.
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reference than those provided by the State amidhheging winds of

globalization. There are two sides to this. Ficsiiture furnishes those
eager for stable frames of references where thergvay too many of

them — both known and unknown — at disposal. Secibrtédn convey

the feeling of a prison to those trying to catck thaves of changes,
those who want to select freely their identitiesnira myriad of choices
(66-68).

Finally, identity, for Bauman, is also a term tlcaimes to the
fore when there is a “battle” in progress. Thiglbatsually entails that
of a group (usually weaker than the forces it ighting) against
fragmentation and dissolution of its identitiesislt simultaneously, the
desire to change — in this process of globalizataml in the presence of
uncountable alternative identity symbols, withidigiens, ethnicities,
sexualities and many more — and remain the santh, avifamiliar
identity.

Another author who ponders on the issue of idemgitStuart
Hall. In A Identidade Cultural na Pds-Modernidaddall (2006) argues
that the identities that once stabilized the sowalld are now in
decline, and thus new identities are arising arel feagmenting the

subject. He calls this destabilization an “identdsisis,” where the
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elements in our society that functioned as franfesferences for the
shaping of identities are suffering changes thevaselHall claims that
the destabilization of categories, such as natjathhic, sexual and so
on, that once provided people with solid refererasesocial individuals,
is causing the shaking of ideas people have of sbéuas, thus resulting
in a mass identity crisis.

Hall (2006) considers three identity subjects.sthir the
Enlightenmentsubject, who was based on a conception of a azhter
and unified individual, who entailed a “centre” arah essential
character that remained the same throughout oifie!sSecondly, there
is the Sociologicalsubject, who started to manifest the complexities
the modern world in the awareness that this soghbaentre was not
self-sufficient and autonomous, but was actuallgpg by the things,
concepts and people one came in contact with ttaouwig life. It
consisted on the notion that one’s identity waspsbain one’s
interaction with society, so that the belief in stable” centre starts
giving place to an idea that acknowledges cultme: society as having
the force to change this subject’s centre. Thiatig lastly, there is the

postmodern subject, who is becoming fragmentedigsrmmposed of
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many identities, which are most of the time corittmdy and in
constant change (10 — 13).

Perhaps it is interesting to briefly refer to tbhencepts of
modernism and postmodernism, since Hall situatescthrent identity
crisis within the concept of postmodernism, anddEree Jameson
(2007) defines the latter as being a reaction ta@ermasm. Although
simplifying notions so pregnant with meanings magra impossible,
fully exploring them goes beyond the scope of thésis.

For Marshall Berman (1986), modernity was theuralt shift
responsible for the displacement of our identitiestarted within an
atmosphere of turbulence which caused psychic @eatpl and
inebriety, which, as he notes, is well represeitedalter Benjamin’s
Flaneur. This atmosphere was that of automated factorabyays,
steam, crowded cities, newspapers, telephone,etegrapher, that is,
elements which provided for a shift in former nasmf space and time.
Humans started experiencing the world in an extherdigferent way,
where social mobility was an option and geographiistance meant
something different than before, since vapor hadrished these
distances and changed the meaning of time and .sBezean identifies

the first phase of modern experience as startingetdelt in the 1500s
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through the 1700s, when people felt some structiarée changing, but
these changes had not yet fully penetrated expmrieiVith the

revolutionary wave of the late 1700s, such as ttendh revolution,

there came the second phase, when people stilmbered what it felt
like to live in a world that was not yet fully matke It was only in the
1900s that modernization reached a point wheretaphagitation and
turbulence was experienced, and it resulted in mmisl@. The

modernist movement, as Brenan puts forward, is oresiple for

“spectacular triumphs” in the arts and in thoughtt, in modernism,

Brenan explains, had the intent to free artistenftbe “impurities” and

“vulgarities” of the modern world, so that it hachigh status, a role of
“redemption.” The myriad of experiences and cortstasvement made
available by modernism marks the beginning of grfranted crowd.
There are no solid or stable references, sinceythweg changes rapidly
in both space and time.

Frederic Jameson (2007), in his essay entfledtmodernism
and Consumer Societgxplains that, first and foremost, postmodernism
is a reaction to these established forms of highderdsm, which had
dominated most realms of culture, such as the usities and the arts.

In this sense, as Jameson argues, “there will meaary different forms
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of postmodernism as there were high modernismsldoep since the
former are at least initially specific and locabecéons against those
models” (1956). Also, in postmodernism one can tiflenthe
effacement of what the author calls “key-boundatigsst importantly
the boundaries that distinguish high art from papur mass culture,
which is to say, among other things, that art ;1abmmercial form
becomes ever more frequent. Jameson sketches s@ngek of the
social order of postmodernism, namely pastiche, death of the
subject, and “the nostalgia mode,” and these ilbkiefly described for
they are pertinent to the notion of displaced amagrhented identities.
Pastiche involves the imitation of a style, jugeliparody, but without
the latter's drive for mockery and laughter. Pdwids, in Jameson’s
words, “the imitation of a peculiar or unique stythe wearing of a
stylistic mask, speech in dead language. [It &pdy that has lost its
sense of humor” (1958), and this feature is a emish contemporary
culture. Postmodernism, in Jameson’s argumentgéns to the end of
individualism as it was conceived in modernism. Modsm, Jameson
explains, postulated a personal style, a uniqugefprint of the author
and artist. However, as Jameson points out, nasvnibiiion of a unique

individuality and of a coherent identity is desedbby a great deal of
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theorists, from the most distinct areas, such gshmmnalysts, social
theorists and linguists, as an ideology, and inailpe of massification of
culture, of demographic explosion, among othergtirthe individual
subject no longer exists and has never, in faéstexk This is the death
of the author. As Jameson argues, “this constafc foherent identity]
is merely a philosophical and cultural mystificatisvhich sought to
persuade people that they ‘had’ individual subjectd possessed some
unique personal identity” (1958-1959). So, in thémse, what seems to
have changed is the experience of the ideology,chwhistructed
modernists, and that now no longer serves as ableliframe of
reference. Jameson argues that the result isattigts and writers
inserted in the postmodern context are not quite efitheir direction,
their source of information, for there is not aque frame of reference
such as that of the coherent individual producirghler “fingerprint”
work. The artist is free, and perhaps “too” free.

Finally, Jameson uses cinema to explain what His thae
“nostalgia mode”. The author suggests that in usilegnents from the
past in contemporary or even futuristic scenaras] contemporary
elements in past scenarios in film production, feran of pastiche and

that, in doing this, one is conveying a “nostalgiede.” It is an
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“allusive plagiarism of older plots” (1959), both terms of film and

way of life. The following citation is included bagse it is relevant to
this work in the sense that the backlands in Ce&tation seems to
invoke the same types of interpretations put fodmay Jameson. In
briefly analyzing the filmBody Heat(1981), directed by Lawrence
Kasdan, Jameson says:

“One begins to realize after a while that the sn@lin setting

has a crucial strategic function: it allows thenfito do without
most of the signals and references which we migbbeiate with
the contemporary world, with consumer society —appliances
and artifacts, the high rises, the object worldadé capitalism.
Technically, then, its objects (its cars, for im&@) are 1980s
products, but everything in the film conspires tlrbthat

immediate contemporary reference and to make isiplesto

receive this too as nostalgia work — as a narragdtein some
indefinable nostalgic past, an eternal 1930s, dagyond

history.” (1960)

This will be further explored in the next chaptaut it can be noted that
this is a recurrent phenomenon in contemporary es\and, according
to Jameson, it is symptomatic of our incapacityearesent our current,
present experiences, through aesthetic represmmafio do so, we are
constantly evoking past experiences. We are, aseslampredicts,
unable to deal with our current time and histonyd ave end up with

stereotypes, for the past will always remain, ia #uthor’s words, “out

of reach” (1960). The relation can be made to Gér8tation in the
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sense that the film also brings forward, especialien the duo enters
the backlands, this lack of temporality. In pregent& scenario where
the characters could be said to be experiencitgrethe 1950s or the
1990s, Salles, perhaps unintentionally, evoke®linfg of nostalgia.
Closing the brief parenthesis on modernism and
postmodernism, identity, in Hall's view, is a “clefation in motion,”
considering that it is shaped depending on the vpegple and things
are represented by the cultural systems availdtkémtity, then, is no
longer based on an essentialist and unified ceMi@lernism, Hall
argues, played an important role in the developnoérthis “identity
crisis.” He puts forward that Baudelaire®aneur, a figure that
represented the isolated and alienated individgainst the backdrop of
the great city, with his unattached feelings andm@gnthe crowds of
people, is one of the main portraits of what we melate to the figure
of the tourist, also alone in the crowd. This tsuhias the capacity to
constantly change and “reconstruct” him/herseliicai this figure is
unknown to the crowd, and the crowd is unknown ita. fThe main
characters irCentral Stationare, in a way, these tourists, for they hold

the anonymity of the figure described by Hall. Tlaeg in the process of
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construing an identity, and they enjoy this “freedoof not having
static identities, just as tourists do.

Hall lists the five main ruptures in modern diss®ithat forged
the aforementioned dislocation and fragmentatiomotiern identities.
The first rupture was caused by the Marxist traditi which first
disturbed the notion that there was a universatress to individuals,
and that this essence was the “real subject” oh eadividual. The
second rupture was caused by Freud, who unveiledutitonscious,
which he claimed to be part of the way we developidentities based
on symbolic psychic processes which shared littledmmon with the
then absolute notion of Reason, which postulatéoteal and unified
identity. Further interpretations of Freud’'s woskich as the researches
carried out by Jacques Lacan, postulated that dheept of a unified
identity begins in thenirror phase where the child first recognizes its
reflection on the mirror, and believes it to be Vehanified, and more
complete than the way it experiences its own body &s own
conception of itself. So, in this sense, the fantdaunity starts at a very
early age and is the origin of the contradictiobween fragmented and
unified identity. The third rupture was caused lby work of Ferdinand

de Saussure, which postulated that we are not dlugh6rs” of the
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concepts we utter, since we produce these conaagtmeanings within
the rules that regulate the systems of meaningaiobwn culture. For
Saussure, meanings are not fixed. They carry theescof former and
current meanings and of the culture in which they laeing produced,
despite our efforts to fixate meanings. The fowds revealed by the
work of historian Michel Foucault, who unveiled thwerkings and the
role of disciplinein our society from the nineteenth century ont thka
the role of institutions that put into practice ti@ion of discipline, such
as schools, prisons, and hospitals, and so on (toitpin a very
summarized way). The final rupture identified byllH@as that caused
by the social movements that arose in the 196@=cesdly feminism,
for which the notion of identity has been of thenast importance ever
since (35-45). To identify all these ruptures is&y that these are the
changes that had the most impact and motivategrétsent decentering
of the subject that was once stable and had a saedpeentre, a
supposed essence.

Hall then moves on to explain how this fragmensedbject,
who suffered the aforementioned ruptures, developsrms of cultural
identities, and he focuses primarily on nationahiaty. He claims that

the national culture into which we are born makpsooe of the main



54

sources for our cultural identity, and that its fmpon our identities is

so strong that popular belief sometimes considets be in our genes
(48), as if it were our essence, our nature. Howeas Hall argues,
national identities are shaped and modified througgtesentation. The
author considers the nation as a meaning-makinghimaca system
through which culture is represented, and it ugualiges a feeling of
loyalty and identification among members of a gigaciety (49). Hall

(2006) defines national cultures as made of symbejsesentations and
cultural institutions, and he postulates that ‘ol culture” is a

discourse, that is,

“um modo de construir sentidos que influencia eaniza tanto
nossas agfes quanto a concepgao que temos de siHHINE..]
As culturas nacionais, ao produzir sentidos solarenacéao’,
sentidos com 0s quais podemos ridsntificar, constroem
identidades. Esses sentidos estdo contidos na@sidsstjue sédo
contadas sobre a nagdo, memodrias que conectamresenie
com seu passado e imagens que dela s&o constfti{Gas”

And Hall's argument is important for this thesiscaese it corroborates
the hypothesis that cinema, which is part of thi@nal culture, conveys

and helps construct identities and meanings, figrat vehicle by means

193 way of construing meanings that influences argdnizes not only our actions but also

the conceptions we have of ourselves [...] Natieo#lres, in producing meanings on ‘the
nation,” meanings with which weentify, construe identities. These meanings are in thréest
that are told about the nation, in memories thaneot its present to its future and in images
that are construed from it.” (50)
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of which stories are told about the culture, withiet people may or do
identify.

Hall (2006) gives five examples of ways throughchimational
cultures are conveyed to people. In the first pldwe mentions that
nations are “narrated.” In this case, stories & ftfation are told in
literature — as in Machado de Assis’s portrayaRaf de Janeiro in his
novels that show Brazil in the nineteenth centurin—popular culture,
as in the arts, traditional religious ceremoniessiay and the like; and
in the media, such as magazines, newspapers,rtteaigaand influential
Brazilian soap operas, films and so on. These tiaggconvey the
country’s shared experiences, victories, histogsants and rituals that,
when added up, give meaning to the nation as aewholthe second
place, Hall gives the example ofigin, in which one true national
identity is considered natural, as a set of valms$ characteristics that
have always belonged to the nation and that canve&ed to stimulate
nationalism. In the third place, based on Eric Hbalvem’s concept of
“invented tradition,” he shows that national cudtuis conveyed in
traditions and practices that seem to have supposgisted forever in
a given culture but were actually created to ihdgtermined norms and

beliefs among the population, and to explain pregpirenomenon by
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using the past as reference, even if this past ievention. In the fourth
place, national culture is based on a foundatiomgth, which defines
the location and the origin of the nation, its nigéh past that gives
meaning to determined aspects of the nation in ghesent, and
sometimes justifies certain aspects as being “pértthe nation’s

cultural character. Finally, one aspect that Hatlesl not greatly
emphasize but also lists is that national idengitglso structured around

” o

the notion of a “pure,” “original,” “folk” peoplewho are/were generally
subjugated to the colonizers, which is the casé Bitazilian Native
Indians.

Hall (2006) proceeds to analyze whether nationélices and
the national identities construed by it are in factified,” claiming that
no matter how different members of a given counay be, one of the
main objectives of national cultures is to unifgsk members by means
of a cultural identity, trying to represent membassbeing part of “a
large national family” (60). But the final result this attempt is not so
simple, since it neither guarantees that cultuiffer@nces will be
mitigated in name of a unifying culture, nor doeguarantee loyalty on

the part of the nation’s members. Ethnicity, whidll defines as

entailing shared cultural manifestations such asturoes, traditions,



57

religions, language, and feelings associated tplacé,” has been the
most common way of trying to “unify” the members afnational
community.

Moving to globalization, which blurs national fteers and
forges a sense of interrelated experiences amorigpnea this
phenomenon is seen by Hall (2006) as one of then medsons why
national cultural identities are being “dislocateHall predicts three
possible consequences of Globalization on culidettities, namely [1]
the disintegration of national identities due te thomogenization of
cultures into a more global culture, [2] the remncfament of local and
national identities as a resistance response tbhdhmgenization caused
by globalization, and/or [3] the rise of new, hybrdentities that will
take the place of declining national identities.

An aspect which Hall (2006) claims to be part aftgllization
and has an effect on national identities is thaspaE{ce-time, similar to
what is argued by Brenan on modernism. With thelacation of global
processes caused by Globalization, events that diccpecific places
have an almost immediate effect on people locategtemt distances,
which indicates that the notion of time and spaas thanged quickly

from the near past (Hall situates this shift astisig to manifest in the
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1970s) to our present. He tackles the issue toeattuat time and space
are the basic coordinates for the systems of reptaons. This is so
because all forms of representation (painting,imgjtphotography and
film, to name a few) occur within the dimensionsaaépecific time and
space, and thus translate the ways in which thaicpkar context
articulates these coordinates. Representationdaritities bring the
“colors” and the traditions of their given time asiglace, which, in their
turn, are informed both by their past (myths ofyorj narratives of the
nation) and present. With globalization, howeveg hotions of time
and space are again changing, since space is rmyerlam reliable
measure, as one can cover great distances, ba#hnis of travel and
communication, — that once could have taken montirs a matter of
hours, and what happens in one side of the wodthintly affects the
opposite side.

Having the previous argument in mind, namely thudt
Globalization and its effect on space and time) Blgues that the result
of this is global identifications which seem to blur and sometimes
eradicate national identities, fragmenting cultwades that once served
as a frame of reference for more stable identities:

“Quanto mais a vida social se torna mediada pelcane global
de estilos, lugares e imagens, pelas viagens adenmais, pelas
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imagens da midia e pelos sistemas de comunicagéalgiente

interligados, mais asdentidadesse tornam desvinculadas —

desalojadas — de tempos, lugares, histérias efresliespecificos

e parecem ‘flutuar livremente™ (7%)
That is, the “cultural flux,” as Hall calls it, madpossible by
globalization, not only offers the possibility dfeged identities, but also
proves it difficult to keep cultural identities tact.” Sometimes, as will
be argued ahead, it may lead to what has beenanedtbefore as one
of the author’s predictions of the consequenceglobalization on
national identities, namely that of reinforcinggkedentities in response
to the impending “threat” of homogenization causeg this
phenomenon. However, Hall observes that there taee targuments
that could (if one attempted to) counterpose the predictioh o
homogenization. First, alongside this tendencyrethe the excitement
and curiosity in what is different, in the locallas of places, and also
there is an economic interest imbued is this cuyipoge/hich entails the
creation of new consumption markets. Hall arguas iths more likely,

in this case, for new forms of global identificatioto take place rather

than the complete homogenization of national celurSecond,

2 “The more the social life becomes mediated bygtbbal market of styles, places, images,
by international travels, by the image of the mexdid by the globally linked communications
systems, the more identities become unattacheslecdied — from specific times, places,
histories and traditions, and seem to ‘flow’ fréely
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globalization is not a uniform process in the worldr does it penetrate
completely all layers of society and all socialsskes. Third, Hall argues
that there is no consensus on how globalizatioectdf in fact, all

countries, so that researchers have still much wahkad before
affirming what is its actual result in the worldn Hall's tentative

conclusion he argues that globalization, insteadhafogenization,
produces new possibilities of identifications:

“[A globalizacdo] tem um efeito pluralizante sobras
identidades, produzindo uma variedade de possidid e novas
posicdes de identificacdo, e tornando as identslad®is
posicionais, mais politicas, mais plurais e diversaenos fixas,
unificadas ou trans-histéric&S(Hall 87).
The hybridity resulting from this effect of globzdition on identities is,
in Hall's view, a powerful creative force, sincesntorms of culture can
rise from this, perhaps positive ones.
Having presented the theories pertinent to thelysisa of
Central Statiorin this second chapter, and the context in whiehfilin

was produced in the first chapter, the followingamter brings an

analysis of the film associated to both the theopeesented in the

2L «Globalization has a pluralizing effect over iditiess, producing a variety of possibilities and
new points of identifications, and making idenstiaore positional, more political, more plural
and diversified; less fixed, unified or trans-higtal” (Hall 87).
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second chapter and selected reviews and essaysmafridan and

Brazilian critics.
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CHAPTER I
FILM FORM AND CRITICAL DEBATES

A film critic, as David Bordwell (2008) puts forwdy carries
out four tasks. He/she describes, analyzes, imeypmnd evaluates a
given film. The task of describing usually servdee tpurpose of
illustrating a point argued by the critic. Analysisually entails thinking
and writing about the functions of given cinemaétements in a
determined film. Interpretation involves “makingaichs about the
abstract or general meanings of a film,” and eu@unais sometimes
considered the cornerstone of criticism, which ere the critic reveals
his/her personal impression on the film, and inekidoth judgment and
taste. Judgment, Bordwell claims, has more to dth wécognizing
elements of quality in a given production basedpecific criteria than
taste, which is more related to the critic’'s ownspeal experience with

the film.

Thomas Schartz (1994) explains that movie gemedased on
dramatic conventions that allow spectators to eixffamiliar patterns

of conflict and resolution within familiar settingél77). Road movies,
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being one of the genres into which Central Statits) the other being
drama, is a genre that usually involves the transition of the
characters in the course of the narrative throughneys, often both
geographical and emotional. One of the possibéeme&’ of the film
revolves around the journey, both internal and gaagcal, of the two
main characters, namely Dora and Josué, in seachidéntities,
personal and national, and it encompasses tranafiorms and
discoveries. ButCentral Stationis also a film about Brazil and its
people. In this sense, considering Hall's (2006)inal that
representations bring the “colors” and traditiohsheir time and space,
the following questions can be asked: whaCentral Stationactually
saying about Brazil, its people and their iderditiand how do
American and Brazilian critics describe, analyrg¢eripret and evaluate

the film?

22 David Bordwell and Kristin Thompson (1993) arghattthere are four kinds afeaningsn
film. First, there is theeferential meaningwhich entails the things and places that areadire
vested with significance, that is, things in thelddhat hold a general significance which most
people are aware of. Second, there isetk@icit meaningwhich entails meanings defined by
the context of the film, and all meanings thatefiem the film work in collaboration with one
another. Thirdly, there is thienplicit meaning which entails the suggested meanings of the
film, that is, the interpretations that arise frainTThese broad interpretations are usually called
themes and films usually convey more than one thementspretations vary according to
each spectator. Lastly, there is #ygnptomatic meaningvhich the authors explain as being
the result of the composition of the social valpessent in the implicit and explicit meanings,
which ultimately reveal a social ideology. (49-51)



64

3.1 Central Station

Central Stationtells the story of Dora (Fernanda Montenegro)
and Josué (Vinicius de Oliveira) — described byhany Kaufman
(1998) as an “unlikely duo” —, who cross the cowrnir search of
Josué’s father. This journey, as José Geraldo C(i868) argues, is
threefold, namely geographic, social, and in sefochffection. Dora is
a bitter older woman who writes letters for thetaliate in Rio de
Janeiro’s central train station, and her clientsmeomostly from the
northeast, victims of the faith in the economicaule of the south. She
randomly selects the letters from these clientt ‘teserve” to be sent,
and places the ones which she is not yet sure dhoatdrawer her
neighbor, Irene, calls “the purgatory.” Josué is sion of Ana, one of
Dora’s clients, who dies soon after having reque®era’s services,
leaving Josué unattended in the cruelly depicteshatgo of the train
station. Dora is the only one in the position tdphieim, as she is in
possession of the letter charged by Josué’s matiech holds the key
to their destiny, namely Josué’s father’s address.

It could be argued that the film’'s narrative isided in three

parts. From the beginning, especially from the nmund@sué’s mother
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dies, which is the conflict that sets the storjtsncourse, to the moment
Dora kidnaps Josué from the supposed adoption ggentails the first

part, which represents the conflict. The second fadees off from the

moment they enter the bus, towards their destindtiche northeast, to
the scene of the pilgrimage in Bom Jesus do N&wenambuco, which
represents the journey. The third and last partinsegith Josué’s

“entrepreneurial burst” in Bom Jesus (McCarthy 19%&hich ends up

being the moment when Josué and Dora finally btmdhe end of the
film, with Dora’s departure as a changed personchviepresents the
resolution.

It has been suggested by director Walter Salesyell as by
critics such as Luiz Zanin Oricchio (2003), Lauranters™ (1998), and
Rita Kempley” (1999) — to mention a few, — that the film is atapior
for a search for identity. In crossing the countitye characters are
metaphorically trying to find themselves and a Biaz identity.

In pursuing this discussion further, it coulddzed that
the film metaphorically conveys the latent desioe the mentioned

identity search/definition. The first part convelge lack of definition of

2 The critic claims that Salles’s work is “informday the search for identity, both on a
personal and national level.”

24 The critic puts forward that “no road trip or witlit mishap and misery. There are lessons to
be learned, hearts to be won and discoveries todmke. After all has been said and done, the
boy has discovered his identity and Dora has skedtumpy old womanhood.”
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identities and the need for answers. The secorictcpaveys the process
of the search, that is, the journey, and the thitdgs forward possible
answers and solutions to this search.

Allen G. Johnson (1998) puts forward that

If, as noted film theorist Siegfried Kracauer pdeted, the
function of cinema is to reveal other cultures gmavide
viewers with a "tactile" experience, then the Bliami import
"Central Station" is surely one of the year's bists [...] Shot
in a compelling cinema verite [sic], what also assmabout this
most special movie is how much depressed, urbaturesl all
over the world have in common. It's a foreign fimsetting, not
story; the slums of Rio de Janeiro are as famdgthe ghettos of
East L.A., or the Tenderloin hefe.

The “tacticle” experience Allen mentions can beted to the issue of
representation put forward by Stam and Hall. Tha Bffers material
for spectators both to infer meanings related éocthiture that produced
it and to relate its themes to other geographiesh &s the critic's own
country, the United States. In other words, filnms general entalil
representations not only of their place of origit they also allow
people to relate the situations present in therother places. In this
sense, interpretations, as Stam puts forward, depemerspectives and

positionalities. Having the previous argument imdpithe analysis that

% Allen here associates the film to cinéma veritétyée of documentary developed in France
in the 1960s, having Jean Rouch as one of its nepsesentative founders. Allen is the only
critic to relateCentral Stationto Cinema Verité. Most critics, when associating fitim to a
given style, either brought up Italian NeorealisnCmema Novo.
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follows entails both my own perspective and posdidies, and those of

critics, American and Brazilian.

3.2 Part One: the conflicts that set the story iotion

Michael O’Sullivan (1999) puts forward that theoRie Janeiro
of Dora and Josué “is not the Rio of the samba,btbesa nova or the
thong bathing suit, but a gritty city whose sadnesand potential for
redemption — is universal.” It is in these earlerses that a specific
element calls one’s attention, namely the camei@sis. In the first
sequence, most shots present elements that aoé fmeus, which could
lead to the suggestion that the state of thingsofisconfusion,
metaphorically speaking. Dora is clearly a distdrizaxd hard person
who needs to get rid of the extra emotional baggdugecarries, mostly
related to her father (as we are informed throughba story), and
Josué is metaphorically not whole, as he is sedkingis father, and, as
Orichhio suggests, there is no need to resort tgchmanalytical
approaches to observe that the search for a fesimebe read as a search

for referential, for an identity (135).
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Having in mind this search for identity, in therlgascenes of
the film, as people leave the trains in the statiba camera uses short-
focal-length lens, conveying the effect of blurssen all elements that
are not in focus, suggesting undefined shapes,panthps undefined
identities.

Several readings can be made from fraraeand b (see
appendix). First of all, there is more than onet #h@entral Statiorthat
is framed (either in the foreground or on the sid®s bars or lines,
suggesting a prison for those depicted along afthtethem. In the
frames above, people are shown leaving the tramsthey are not only
out of focus, but they are also shown behind artdimvbars. Associated
to this, the camera focus, as mentioned beforesée reflect a lack of
definition in the characters’ identity, and it cdwdlso suggest the mass
of people who have had their rights to an idendignied, in keeping
with Bauman’s arguments on “subclass identities.¢duld be argued
that the bars and the focus represent the prisomhinh the working
class finds itself in, where the State offers raitlsupport nor
consolation within ever growing and violent citide Rio de Janeiro,
and the subjects must rely on their own effortsnimke it through the

day. They are prisoners of their own lack of idsmtprisoners of the
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system, which forces them to work in what are fedly underpaid
jobs that do not allow them to envision social nigbitheir current
class is their reality. The reality they are cutiyetiving is probably the
only one they will ever know. They are truly behivars.

Interestingly, Dora’s apartment window also pu&s behind
bars, as one can see in a long shot when shelgatle over to her
apartment to sort the letters. Dora and Josu&isnsense, seem to be
examples of the mentioned ‘prison.” Dora, a retismthool teacher,
cannot lead an economically comfortable life, evafter having
dedicated her life to the education of others. Sh®,a teacher,
supposedly made it possible, through educationmtmy people to lead
better lives (not necessarily, of course), butlshiself does not receive
the necessary support from the State, and leadifdess a “crook,” as
Edward Guthmann (1999) puts it, writing (and mames not posting)
letters for the illiterate. In other words, the t8tdoes not offer enough,
so she has to survive by her own means. When oneeofclients
complains that his letters never reach their dastin, Dora blames the
State. The client trusts her answer, for it is pibke, since he, as an
illiterate man, is also a victim of the State. ¥osaters this prison once

his mother dies and we see him wondering aroundstigon alone,
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possibly running the risk of having the same fate¢he boy who is shot
in that same place after stealing a mere walkn@m fsne of theameld
stands in the station. These characters are, anga Darién J. Davis
(1999), “products of Brazilian urban malaise, whibhs cultivated
individuals who are lost, exiled, alienated, and terwf
unscrupulous. Josué has lost his innocence, and Bopathetically
corrupt” (692).

To pursue this issue further, Marcelo Coelho (}998npares
the situation in which the charactersGentral Statiorfind themselves

2% which he explains as being the motto of

to the slogan Virem-s¢
Fernando Henrique Cardoso’s administration towdhds population.

He puts forward that his conversation with an ablogist who was
carrying out research in the outskirts of Sdo Peaiainded him of what
is, for him, the basic meaning @entral Station She explained that
neighborhood organizations were no longer relyinghe State for their
claims. They were taking actions for themselvedyisg their own

State-generated problems without seeking its asgist Coelho claims

that

Esse "virem-se" ganha condi¢des de epopéia ne filenWalter
Salles Jr. E como se fosse aceita a irresponsaddidbsoluta do

% ouis Philippe’s “"enrichissez-vous,” translatedinglish as “enrich yourselves”.
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governo na salvagdo do pais. Choramos pelo desmlindos
pobres, pela capacidade desses mesmos pobreviderem por
si mesmos, criando suas pequenas marcenariasmdestas
redes de auxilio muatuo, suas religides comunita@ashoro nos
irmana, entdo, gracas a recursos ficcionais mem@rgas. O
filme nos faz esquecer do Est&do.

In other words, for CoelhdCentral Stationnot only corroborates
Bauman’s perspective on the subject, but he cldiras the film also
praises the lack of assistance provided by thee Stet it portrays this
situation as beautiful, causing people to forgeataeally underlies the
story, that is, the reckless posture of the Staeatds the population.
Although the problem put forward by Coelho is na@caessarily (or
exclusively) a product of the FHC administrations bbservation was
invoked to illustrate Bauman’s argument on the féett people are
seeking the State less and less.

Other critics present a different reading of thien.f Todd
McCarthy (1999), for example, believes th&entral Station
symbolically suggests a hopeful future for Bragbr him, the film

proposes “that the deep scars left by the sodmloil the recent past

2 My translation: “This “enrich yourselves” develojigo epic proportions in Walter Salles
Jr's film. It is like the government’s absolute kaaf responsibility for the country’s salvation
is accepted. We cry for the depreciation of therpdor their capacity to take care of
themselves, opening their tiny carpentry work ptatkeeir modest network of mutual support,
and their community religions. Crying bonds usnthey means of crippled fictional resources.
The film makes us forget the State.”
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might somehow be survived and surmounted by aigesahion of the
old and the new Brazils,” represented in the twstadit generations,
namely that of Dora, who experienced these soltsathroughout her
life, and that Josué, whose young age allows himnaocent and
hopeful take on things.

Framesc andd (see appendix) once again show the previously
mentioned lack of focus. lo, when Ana and Josué appear for the first
time, they are in focus and the background is cetepl blurred. In
framed, it is the same casd.is part of a very intense sequence of the
film. Ana has just died and Josué is entering d&ediht zone. His
mother is no longer able to provide him protectibis father, who
Oricchio defines as the occult driving force of thearative (97), is not
present; and the State, which should be responfiblghose who find
themselves unattended and without the means efspfort, is lacking
at most moments in the film. When the State doesvsks face, it is
corrupt, in the character of Pedréo, a policemaa wceives a fee from
Dora so that she can keep a stand at the statiootssa teenager for
stealing a walkman, and takes part in an orgaoizatiat supposedly
sells the organs of orphaned children. The Stategther words, is

guarantee of practically nothing in this scenario.
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From the moment Ana dies — including the momemtraged
in framed, — to the scene when the teenager is shot in ghjtight, the
film takes on an especially sinister tone, and thithe part in which
things are mostly out of focus in the frames. Asfdam this, the
original score, by Anténio Pinto and Jaques Mor&leom, is full of
high notes, conveying the idea of a thriller, th&t the idea of an
imminent threat. Josué is, indeed, surrounded teath. Frame shows
him immediately after his mother is hit by a bubkeTscene is extremely
dark, despite the fact that it takes place durheyday; he is the only
thing in focus in the frame, and between shotsimf dre inserted shots
of people looking at him in a threatening way, as be seen in frame
(see appendix), suggesting the dangerous situhgofinds himself in.
After this scene, Josué seeks the help of Dora, ejeets him, saying
“scram.” As Roger Ebert puts forward, “[tihe key te power of
‘Central Station’ is in the way that word echoesvdahrough most of
the film.” There is truly a tension between themhis first night as an
orphan, after being rejected by Dora, Josué slaeple floor of the
train station, experiencing the fate of a numbegtalidren who have had

their accesses to support denied. In the follovdayg, when Dora tries
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to approach him, it is his turn to say “scram,eniifig viewers a glimpse
of the dynamics of their future relationship thrbagt the film.

Framef (see appendix) shows the shooting of a boy, wnmis
much older than Josué, after he steals a walknrah Jasué is sitting
right by the stand from which the boy takes thekwen. Dora then
realizes that she must help Josué escape that faag'.sShe, as James
Berardinelli points out, “has seen the fate of difteps, who are shot,
and she reasons that, without her interventionjnales fate awaits
Josué.” However, her attempt to help by sellinguéa® an “adoption
agency” will most probably lead to his death. Jomuén the “ideal”
position for this type of business. His mother dleaving him afloat in
the world. The State keeps no track of him, sirtcdoes not offer
assistance when he becomes an orphan. He almostndbexist. He
literally has no identity.

Although only two critics, namely Caleb Faria Advand Roger
Ebert mention the train i€@entral Stationit is an important element in
the first part of the film. It can be argued toamotif, as it is recurrent
in the first part and it both appears at importandments and makes
possible various interpretations. For Caleb Fatizeé\ (2001), the train

is the maximum symbol of modernity, and it is ndncalence that
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Central Statiorhas this element in the backdrop (88). For hira,tthin
works in exact opposition to the other end of therative, namely the
sertdqg where, having Jameson’s notion of nostalgia imdnitime
stands still, that is, there are no clear markédate. Thesertdq as it is
shown, could very well represent the 1960s or ®@0%. But the train
represents a contradiction. It works, as Alves {goaut, as the opposite
of what Dora and Josué find in theertdo. However, the type of
modernity the train conveys is out of focus (litgran terms of camera
focus) and does not suffice to encompass all mesniifesociety. From
imagesa andb one can notice that the people who go in and coute
of these trains are undefined. They are part of massification of
modernity, part of the faceless crowds, part of thebulence and
inebriety aforementioned when reviewing the worlBoénan. Frameg
and h (see appendix) show that the modernity suggesyethd train
does not encompass all people who live within thizdern society.
Frameg (see appendix) is part of the scene that prompgeREbert to
describe this scenario as a “dog-eat-dog world.& Thene shows the
hard work it takes to find a place to sit and stamthe train. Actually,
in frameh (see appendix) it is possible to see people hgnigom the

door and a couple of people climbing to the roofh&f train. There is a
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feeling of desperation, a sense of seeing thegibdescribed by Ebert
as a “dog-eat-dog world.” In this train scene, Degams slightly jittery,
as if she is preparing for a “mini-battle” to firigerself a place in the
trains. Many people are out of focus. The movenigrihtense. The
score that accompanies this scene is also jittemysterious and
somehow tense, establishing, along with the imates,tone of the
beginning of the film. Dora, in the end of her effoto enter the train,
has to settle for holding on to a handrail hanger.

One gets the impression that this is, in a sethge,ultimate
struggle for survival. People are at their limifs. the end of a day
which is probably already full of other battles gurvival, one must still
fight this last battle with what the film conveys a feeling of despair.
Dora looks worn out in the train, but the battlentbaues for some, as
one can see, in the background, a man selling gyegeorn in the train.
There is hardly any place to walk around, but hthése, fighting his
battle at the end of the day.

Perhaps if the role of the train was restrictetht® scenario of
the train station, one could not argue it as a fmétowever, the
presence of the train is constant throughout tret fart of the film

(according to the division of the plot as explairsabve). When Dora
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leaves the train and arrives home, immediatelyr dfte train scene
described above, she opens the window of her apattand we learn
that it overlooks the train tracks. This is unlikéb be by chance. It is
necessary to ask what role the train is playinghie narrative, what
motivates its presence, as it evokes differentrpméations, or what
Bordwell calls implicit meanings.

The trains are also, it could be argued, a remimdeDora’s
financial situation, as this means of transportai® the cheapest one
available. That is, although the symbolic posdib#i of the motif can be
inferred, there is also the economic aspect thebcates the train to
Dora’s financial status.

Dora has had a very intimate relationship witingaHer father
was a train conductor, so perhaps it could be #atl trains, for her,
represent the contradicting feelings she has forfdtber. On the one
hand, he was the man who cheated and left her matth® died soon
after. He was also the man who, after they werasyapart, did not
recognize Dora when they met on the street. Orother hand, he was
the loving father who took his daughter to somdisfshifts as a train
conductor and allowed her to pull the train’s wleisas we learn at the

last scene, when Dora writes a letter to JosuétHar words, the train
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could be argued to be the invisible presence offdlteer, which is a
theme in the film both for Dora and Josué, as Gr@mdicates.

Returning to the point when spectators learn tbBatra’s
apartment overlooks the train tracks, it could aftso said that the
presence of the train represents the wretchedddid®ra’s identity. Is
possible to observe that the train, the ultimatmtzyl of modernity,
appears at moments when Dora is showing the cysidab of her. She
opens the window to invite her neighbor Irene fhiatvseems to be their
daily ritual, namely the selection of the lettehattwill be sent, those
that will be torn to pieces, and those that will “meprisoned” in the
aforementioned purgatory drawer.

There is yet another meaningful scene that iresbhe
train, and this scene follows the aforementionednscwhen Dora
replies to Josué’s cry for help with a cold “scrathat is, when she
once again shows her cynical side. Dora enterstriia, which is
already full, so she stands in the door, facing dhéside. The score
accompanies her trajectory to the train, but imlenanelody. It does not
warn the spectator that Josué is about to “haumt’ 8he suddenly sees
him standing in front of the train, staring at agth an upsetting look. It

suggests reprobation, accusation, and it is, Enaes an attack. It could
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be said that this is Josué’s first attack on herscence. The moment
Dora sees Josué looking at her in that way, inoa tstat shows Josué’s
point of view (imagei), the score uses high pitched notes, and these
notes are very abrupt, as in suspense scoreshandeiver understands
that his look, for her, is a threatening one. feets her, for in the
following day she approaches him in an attemptetp fim (however
dubious her intentions may be in her first attetopssist him). We can
also see Josué’s upsetting look through a pointerf shot, on imagée
(see appendix).

Immediately after this tense encounter betweentthe the
train starts moving and Josué runs after it, andalDe@eps seeing his
reproaching and desolate look through the windawthe shot shows
her point of view. Interestingly, subsequently tmming after the train
and provoking what seems to be an intense feelirmvkwardness in
Dora, Josué sits at the edge of the platform, whiegetrain lights are
red, suggesting that the paths we see in the traoks before him are
closed. This could be interpreted as Josué’s owmditon at that
moment, namely that of belonging to the edge oietpcto the margins,
where there are no available paths to follow. Thihe place where the

right to an identity is denied, as Bauman explains.
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There are still two other moments in which thespreee of the
train is remarkable. First of all, immediately befdosué finds the letter
to his father in the purgatory drawer, he obsetkias Dora’s apartment
faces the train tracks. Their confrontation isdaled by a promise made
by Dora to mail the letter in the following day,dadosué asks, in a
desolate tone, for her not to lie again. The neghss not only show her
being woken up by the train, which seems to trydose her to the
errand she must run with him (take him to the “amwpagency”), but
also shows her lying again to Josnéide the train, thus breaking her
promise inside the place that seems to accompargyh&al character.

The last and perhaps most interesting scene imgphhe train
is when Dora seems to decide to correct her wroifsr having taken
Josué to the “adoption agency,” a decision thatenteat profit U$ 2.000
(which she shared with Pedréo, the corrupt policgnand made it
possible for her to buy a remote control opera&dévision set, Irene
intervenes claiming that Dora has gone too fais fiossible to feel the
tension in their relationship at that point, anthaligh Irene partakes,
even with some reservation, in Dora’s cynical pcast, the humanity in
Irene (which Dora seems to lack) pushes Dora ttyamdhe situation.

Irene leaves and in the medium shot that follovis ffossible to see the
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loneliness of her situation. This medium shot itofeed by a close up
that shows Dora staring at the remote control hed the television set,
clearly suggesting her awareness that the televiswould always

symbolize and remind her of her wrongful action.

In the following scene, Dora wakes in the middi¢he night to
the sound of the train. She is clearly disturbed| when she sees the
lights projected on the ceiling (imagg caused by the passing train, she
seems startled. Aside from that, the passing saimds like blades of
knifes, which could suggest the blades that woulsstiy likely cut
Josué; they could suggest his imminent death. iShiss Gary Dauphin
(1998) points out, a “predictable but credibly reratl attack of
conscience.”

Dauphin’s review is entitled “Redeeming featureatid it is
precisely from this moment on that something setnstart to change
in Dora in the direction of redemption. The purggatarawer is,
ironically, what allows Dora to save Josué fromshggested imminent
death. She gathers all the photos of children filoenunsent letters and
takes them to lolanda, the woman from the “adopagency.” The
moment Dora enters her apartment and kidnaps Jesuden their

journey truly begins. A journey, as Walter Sallemarks in the DVD's
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making off, towards the recovery and discovery mfdentity, both for
the main characters and for Brazil.

To round off this subsection, the first parttod film,—elements
of which were analyzed above, entails the events that lead to the
journey Dora and Josué embark on. This is whatrétie@mns call
exposition We learn that Dora is, as Laura Winters descrites a
bitter woman. Dora’s quest here, although she doéscknowledge it
until it finally hits her, in the end, is for afféen. Dora, for Winters,
represents “the epitome of modern Brazil, with Itulture of
cynicism’.” This cynicism seems to be caused by ynatlements,
including her lack of faith and hope in the countmetaphorically
speaking. Dora is the product of a situation sisctha one described by
Coelho (1998), thevirem-s¢” where people must learn to go through
life by their own means. We learn also that Josuéaking for his
father, which suggests the yearning for refererfoe, an identity.
Interpreting this further, it could be argued tlxdra represents the
generation that lost its identity in time, for sla¢,her age, withessed a
dictatorship, then the end of it, the Fernando @ale Mello period, and
Fernado Henrique Cardoso’s “virem-se” approach.udodowever,

represents the young generation that has not yet bearred by the
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experience of Dora, and seeks to construe an fgehé is still hopeful.

The death of Josué’s mother forces an encountevebet these two
generations. Dora kidnapping Josué from the adotiency forces her
to leave with him in search for his father, for $hén danger as long as
she stays in Rio de Janeiro. Their troubled refatigp so far shows us

that it will be a bumpy ride.

3.3 Part Two: the emotional and geographical joyrrea bumpy ride

Considering that the subsection above began Wwehigsue of
camera focus and its implication on the issue efiiy, this subsection
will begin with the analysis of how camera focusmges in what has
been previously defined as the second part ofilime ih what narrative
theory calls theising actionandclimax However, before tackling the
subject of focus, brief considerations must be maties second part is
when the journey of Dora and Josué begins. Sortiesgrsuch as Janet
Maslin (1998) and Edward Guthmann (1999), even itah odyssey,
suggesting not only a trip, but an adventure, asg@@ something
bigger. This seems to be indeed the case. It dmilakgued, in fact, that

from the moment Dora kidnaps Josué to the scetteegfilgrimage, she
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is herself in a purgatory, in an allusion to theuis” of the letters she
keeps in her own purgatory drawer. This voyageydyssey, seems to
cleanse her, removing the layer of sheer cynicismmfher skin, and
allowing for a more affectionate Dora to bloom.

Returning to the issue of camera focus, Bordweid a
Thompson (Film Art) argue that the length of lendbe focus, affects
the experience spectators have with a film, as ta@mymake a character
stand out in a given frame or can make it blendh e environment
(193). This filmic element starts to change&ientral Statioras the film
develops. It becomes clearer, and instead of $boai-length lenses,
which is the case in the first part, shots showpdieeus, that is, the
director starts using long-focal-length lenses. /Biora and Josué are
still at the bus station, in Rio de Janeiro, after rescuing him, the
focus is still shallow, and people and things ie Background are still
out of focus. However, as Dora and Josué take ibadBom Jesus do
Norte, Pernambuco, extreme long shots and long Shaw deep focus,
suggesting a change in the characters and in Wwhategnvironment has
to offer, in how it will change them, allowing theta discover and
define their identities throughout their journeys they enter the bus in

Rio de Janeiro, there is a scene which evokes digaibars mentioned
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before, but they are now moving towards the outsifidhe prison

suggested in the first part of the film. The busssing the bridge,
framed by the bars, can be seen on frarfeee appendix). From this
scene on, the film presents more extreme long simatdong shots than
in the first part, where American shots, mediumglahmots and close-
ups predominate.

It is also in this second part that we start talarstand the
origin to Dora’s cynic personality, as she tellsu}o stories about her
father and criticizes Josué’s father, repeatingughout the film that his
father is certainly a drunk. As Catherine von Roblg1999) puts

forward:

Dora uses squabbles with Josué about what hisrfatheally
like to project her pain and disillusion with hewm father. But
this is also a metaphor for the betrayed hopes itlifons of

ordinary Brazilians in a land beset by greed andugdion in

high places, and a vast, unending divide betwednand poor.
Josué’s staunch and hopeful defense of a fathdnalsenever
seen, however, suggests the vital need for optimism

von Ruhland’s argument seems to express well tlatioe of Dora’s
words to her own disillusion. The metaphor that stemtions regarding
the betrayed hopes of Brazilians, where social htphs never an
option for the poor and where corruption reignsnigeeping with the

situation of Brazil at the time, since even thougfiation had been
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controlled, rates of unemployment and recessionewsdsing to
concerning levels. Dora and her generation havethesr hopes, but
Josué is still hopeful. Ironically, after Dora $satalling Josué’s father a
drunk, just as her own father was, she buys aebattlalcohol and
drinks half of it in the bus. While she is asle@psué steals the bottle
and makes a scene in the bus. This is another niavhgmeat tension
between them, and Dora seems to realize that shédwme her own
worst nightmare. The inference that can be made isethat although
her experience has turned her into a person otesbdt hopes, she
cannot allow other people to follow the same patsué must keep his
hope in order for her to be able to find somethimgth holding on to in
life or, metaphorically speaking, in her country.

Coelho makes an important observation, which esldéb von
Ruland’s remarks on the film in the sense thatgwsssomething that
she does not, namely that there is not a sociatited’ axis orienting
the film. That is, there is no rich versus pooatiehship. In this sense,
the dramatic tension of the film does not convey Brazilian social
tension as we know it. The film, according to Caoelinelies on the
possibility of people from lower classes to conn@wgelho’s argument

recalls that of June Jordan, who claims that péoplationality alone is
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not a good enough category for two people to band,that there must
be a shared “point of similarity” for such a borglto take place. In this
sense, Dora, as a member of Brazilian society angctm of its
recklessness towards its lower class members, statels and shares
the tensions of Josué’s situation. Their connecimems to be based on
shared burdens.

In the first part of the film, O’Sullivan identds in Dora a
surrogate mother for Josué, and claims that hemattto sell him to the
supposed adoption agency is a metaphorical aboifioa latter entails
her first attempt to break up their relationshipthie film. The second
attempt could be considered to be already in therskpart ofCentral
Station at the bus station, when Josué asks Dora nat teitth him on
his search for his father, but she does anyway.stBee subsequent to
Josué’s drinking in the bus, mentioned above, in&dieady the third
time they attempt to “break up” their relationshifhis is a sequence in
which, in this author's opinion, Dora hits rock tooh in terms of
desolation and in which the mise-en-scéne showgoitger to convey
meanings through images. The bus stops at a bignsiéhere there is a
diner. Dora leaves Josué asleep in the bus sdéhaan follow his trip

without her, but not before putting money in hislleta inside his
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backpack. She buys a ticket back to Rio de Janeatches Josué’s bus
leaving, and the camera shows her taking somerifgstd reais notes
from her wallet to drink a bottle of beer, seemynigllling us that she is
running out of money. As she turns around, shesfilosué at a table
across the diner. She is in shock. Spectators tkalize that this
troublesome relationship is bound to last, evethribugh tension, for
they always find a way back to each other. Whew tah realize that
Josué has left his backpack in the bus, theresieae that shows Dora’s
ultimate desolation, and one notices the strenfjthhat Marcel Martin
(1985) calls “the latent content” (93), that isgtimetaphor and the
symbol.

Martin puts forward that images imply more theeythmake
explicit. He explains that the use of symbols imeoha entails resorting
to an image that has the power to imply more thaatvit apparently
does, and mise-en-scéne is one of the crucial elesmte make this
happen (93). The weight of Dora’s situation seesndawn on her once
she realizes that her last reais are now in a lmtsis heading to Bom
Jesus do Norte, in Josué’s backpack. She is nawviadlf “stuck” with
Josué, and she does not fully understand how she tmabe involved in

his search, a search that she only realizes thHari®own at the end of
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the film. The scenes that follow the backpack situg accompanied by
the score, seem to represent her ultimate desolatio

Dora is shown looking into the horizon when theredegins,
and its melody suggests sadness and intense desoldie images, too,
and very strongly, suggest desolation. Frame(see appendix) is
followed by framen, which, given Dora’s current emotional state, seem
to symbolize desperation. Franme shows an abandoned tire and a
retired teacher, two elements that are relatetiersense that both have
lost their use value, but in Dora’s case this ietin the particular
context she finds herself in her life. Dora is shaas desperate, clearly
sweating, and penniless. Frame which follows framem, shows a
crippled goat and a large pig in a desolate artlsménario. According
to Martin's theory, this is a dramatic symbol, forcomments on the
action with the strength of the image. The imagéhefcrippled goat is
especially strong here because it seems to réle@ct’s situation, as she
finds herself crippled in several senses. She istiemally crippled
because she has not yet dealt with her demonsisstrgppled in the
national sense because she, as a retired schobkte#s not valued for

her achievement as such, and she is crippled inrdiationship with
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Josué because until she changes, she does nostamdewhy she must
help him (to then help herself).

Another situation in which the mise-en-scéne istipaarly
subtle and pregnant of meaning is when Dora andélasive at the
property that is supposed to belong to Jesus, %ofather. At their
arrival, in a careful analysis one learns that tmages related to this
one (imageo, see appendix) were already presented previounsthéd
film, suggesting, once again, a careful maniputated the mise-en-
scene. The scene from which the frame shown ondrmagas taken is
one of the most beautiful in the film, since ittlhe culmination of an
expectation that starts in the beginning Gentral Station an
expectation that entails the missing elements aluds search for
identity. However, this sequence, too, ends in ldgso. But an
interesting element about it is that in Josué'st firight in the company
of Dora, at her house, stares at a porcelain pagipt{see appendix) on
Dora’s wall and then smiles, because it seemspiesent the dream of
what he projects his father’s house to be like.

In the scene and sequence related to frguisee appendix), the
situation is even more interesting and deserveg matention. After this

point Dora has already had her first affectionatenection, and it was
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with César, a religious truck driver who seems ¢oable to penetrate
the crust of cynicism that involves Dora. He kndivat Dora is on this
journey to “pay a promise” to Josué, and that se@nie important to
him, for he is a man of faith. Frame shown on imagsee appendix) is
interesting because when Dora opens her heart garCdis first
reaction is to look at Josué, who has, in the baekyl, a picture
similar to the one he saw at Dora’s house and, ater learn, to his
father's supposed property. No one knows the eseaton why César
leaves. It could be argued that he, as a religinas, does not accept
being involved with a woman who steals, as shendidong before this
scene, and drinks. When Dora offers him her beeisays his religion
does not allow him to drink. She replies by sayifm sure that He, up
there, is not looking.” It could also be arguedt tha is not interested in
her and leaves to avoid an awkward situation aftex declares her
interest in him. However, a more symbolic readifighe scene can be
made. A shot of César, looking at Josué, seemirsglgking his
approval, is followed by the shot from which framevas taken. The
way Josué looks back at César and the mise-en-se&me to suggest
that if César decides to invest in a relationshifp Wora, her promise to

Josué will likely be broken. César, as the religiamd seemingly good
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man that he is, cannot allow that to happen. Tlietipg behind Josué
could be interpreted as the journey Dora and Josust follow, and it
does not include César. But they soon after catitheawith what Todd
McCarthy calls “white-garbed worshipers” and headhesertdq thus

continuing their journey.

The opposition between the city and sertdois perhaps one
of the aspects on which critics focused the moshufber of critics
associate thesertdo to the metaphor of a solution to Brazil. Davis
(1999), for example, puts forward that “[tlhe filargues that the
answers to Brazil's problems lie within, and tréssymbolized by the
interior dry lands, thesertdd (692). Davis continues, claiming that
“[a]lthough thesertdois every bit as poor as the city, Salles celebrate
the humanity of the old-fashioned life of the inder{as seen in the way
that Josué’s brothers eventually accept him)” (6¥Rvis associates
this comparison between the city and thertdo to Jean-Jacques
Rousseau’s notion of the “uncorrupted,” where teocence of “the
unexplored,” in this case one of the people froma g$brtaq is, in
Davis’s view, utopian and romantic, and perhaps a&ve.

As mentioned elsewhere, thsertdq for Oricchio, is a

“sociological lab,” where one can obsenia Yitro andin vivd' the
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organizing principles of the country (121), for Biten filmmakers tend

to use these elements to ponder on the values atilBron the
opposition between the poor and the rich, and otmsgects. For
Oricchio, for example, thesertdo in Central Stationalso works in
opposition to the city, since in the city one canrburdered before the
indifferent gaze of passer-bys and children’'s osgaare sold,
representing, for this critic, the most repulsiviedkof human act. The
sertdq however, represents a kind of “moral reserve”tha Brazilian
nation, an “archeological site of national ethi¢$35). It is there that
Josué encounters his brothers and where Doraésedland becomes a
more affectionate person. Oricchio calls attentmthe anachronism of
the sertaq for, in this globalized and post-industrial wagrtdys are still
handmade. This argument, once more, reminds th#rmgson’s, when
he explains the notion of nostalgia. Téertdq in Oricchio’s opinion,
appears as a possible medicine for a diseasedrgq@34). For him,
thesertdoin Central Stations a space of reconciliation in the sense that
it is whereCinema Novasought to represent conflict, and where the
Retomaddilms seek to represent harmony. While the forsmurght to

unveil the fissures in Brazilian society, the Iatseeks to reform and
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find solutions. The only thing in common these woments in cinema
have, for Oricchio, is the setting.

Caleb Faria Alves’s interpretation is similar kat of Oricchio.
In his point of view, the film represents the dty the place where there
is no appreciation for human life, and it all happagainst the backdrop
of the train, the ultimate symbol of modernity.the sertdq however,
the film focuses on showing excessive faith andelfiseé goodness.
This representation in the film may be considergiyain the sense that
it presumes that there is no badness irsdréoand no goodness in the
city, but perhaps it is the way chosen by the direto represent that
what was suggested by Darién, namely that theisolub Brazil lies
within, so the movement from the city to the indelis one way of doing
that through symbolic means. It could also be atgubat it
metaphorically suggests that Dora needs to lookatidwso that the
geographical journey to the interior representsdmotional journey to
the inside. A third reading could also be argueéritail the search for
cultural elements related to the Brazilian cultudaintity worth holding
on to, as Appiah suggests as one of the functidresilltural products.
For critic Margaret A. McGurk (1999), finally, theertdois almost a

human character; such is its participation in th@nge of the characters.
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For her, the actual geography helps change the mugeagraphy of
Dora.

Finally, the second part of the film culminateghe pilgrimage,
which could be argued to be the film's climax, atigt ultimate
representation of faith in thegertdo For Janet Maslin (1998), by the
time the film reaches the pilgrimage sequence, hdls taken on
a Felliniesque sense of spiritual discovery.” Thetive “Felliniesque”
could be understood here in its relation to theuwh&e mise-en-scéne,
feeling, and camera control in the tent of miraclelsere Dora seems to
experience the mentioned spiritual discovery. Theguence also
presents the duo’s fourth attempt to “break up/f the situation is, in
the end, responsible for their long expected bandifhey find
themselves in the middle of a pilgrimage, which kgorin direct
opposition to Dora’s mood. While pilgrims keep apeating “Thank
you, Lord, for the graces achieved,” Dora and Jegi& in the opposite
direction to the pilgrimage. She curses her fatdeaihg “stuck” with
Josué, repeating over and over that he is a disged especially a
disgrace in her life. The choice of her words, as tmood, works in
opposition to what the pilgrims say. The tensiaartst building up in

Josué’s expression until he runs towards the pilgge, away from her.
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The camera cranes and tilts up and we see thenmélge and a church
in the back. When Josué enters the crowd, everkoaels, so that we
see him running. Dora enters the crowd and evergtengds up again,
so that Dora can no longer see Josué. IronicalbyaDa person who
seems to have completely lost her faith, startsngryMy God, My
God.” A handheld camera follows her at some poiat&ays jittery,
conveying the mood of the character and the scene.

There are some formal elements that deserve todmgioned in
the part of the sequence that takes place in thteafemiracles. The
mise-en-scene, Fernanda Montenegro’s acting, tinedso and the score
all work together to convey a sensation of confus@ excessive faith,
of desperation and also trance. People’s wishems geerange from
finding love to wishing one’s soccer team wins tt@mpionship (as
one can see a photo of a soccer team on the Wak).candles burn
away and photos crowd the little space. Voices wfdneds of people
are mixed together, strengthening the feeling offesion and trance,
and perhaps suggesting the lament and gratitutteeddrazilian people,
who seem to have in religion a strong identity refiee. Religion, as
Bauman points out, is one of the points of refegefar those who

cannot request the assistance of the State. Fan&auhose holding a
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“subclass identity,” which is the case of those gmestion in this
sequence, resort to fundamentalism, for it forgesrese of certainty, of
stability of values and behaviors. As mentionedewlsere, the
abandonment by the State wounded people who hadeans to solve
their socially created problems without assistasodhat religion works
as a stable and more “reliable” pillar for the shgpof cultural and
national identities.

The score works together with the mise-en-scéme agso with
the cameras and the sounds to contribute to thiedeaf confusion and
trance Dora is experiencing. Violins are being tyne a suggestion that
something is about to begin, that the action mgignd will culminate
on something meaningful. Images of a Dora in traareealternated with
images of the pilgrims, and one in special, whass&ueima, Senhor!
Queima, Senhor, o nosso Senhor das trevas, Sefinne alternation
of these images seems to suggest that Dora is ribeiro need of
cleansing. She, indeed, enters a trance that chdregefrom this point
of the film on. The camera shows her point of viemd it is out of

focus, suggesting that she cannot see straightisQiodapsing.

2 Translation: Burn, Lord, Burn, Queima, Senhor! {fnee Senhor, 0 nosso Senhor das trevas,
Senhor
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A swirling camera (its effect can be seen on imageee
appendix) showing Dora’s perspective in the tent noifacles is
alternated with images of swirling fireworks rigbutside the tent
(imaget), creating a coordinated effect that shows Dofaiisting, as a
result of the rising action, and the celebratiorthef graces achieved for
the pilgrims. It could be argued that it represédsa’s rite of passage,
when she gains conscience of all the harm sheéwesed for those who
never had their letters sent and those who neceived them, and also
the harm she has been doing to herself in holdiggudge against her
father, or even, metaphorically speaking, agaiestrtation. However,
Dora and Josué are now at peace, for Dora seemgpargate her

demons and Josué becomes more affectionate tolvards

3.4 Part Three: falling action and denouement

Retrospectively thinking, how does the third paifrtthe film,
which entails the falling action and the denouemaddress the issue of
identity? In the first part, the film presented cja¢ors with undefined
and unfocused images and characters in an envirdrtimgt supposedly

stimulated confrontation; the second part presemtechange in the
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environment and the characters, with less conftmmaWhat kind of
answers does the third part of the film bring?

Firstly, it could be said that if there is an edgdist approach,
as explored in chapter 2 of this thesis, the seamdl especially the
third part of the film seem to embody it. As Stulddll points out, an
essentialist approach is not a lie. He arguesittsitould be explored,
even though it may seem naive and utopian, foraviges “stable,
unchanging and continuous frames of reference asahing, beneath
the shifting divisions and vicissitudes of our atthistory” (705). This
attempt to “rediscover” an essential identity, Halfgests, is not really
a rediscovery but a production of identities. H&sakimself if an
essentialist identity is not really “an identityognded in the archeology,
but in the re-telling of the past?” (705}entral Stationseems to be
somehow attempting to carry out what Hall calle"dtt of imaginative
rediscovery,” which, as explained above, is roatedhe “discovery” of
an essentialist characteristic of a country’s dhacalture, one that
belongs and has “always” collectively belonged He people in that
culture. It is a myth, but one that aims at crep@nfeeling of unity
among the members of given nations. In presentirey dharacters’

journey, we see not only a change in them, buaagh in setting and in
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the way each of these settings behave and accontentigapeople in
them.

When the third part of the film begins, there ae more
confrontations as the ones that took place befbhe. setting, too, no
longer confronts Dora, who seems to be affected niost by the
environments she is in throughout the film, ashe train station, her
apartment, the first scenes in tkertdg and the pilgrimage. After
Dora'’s trance in the pilgrimage, she and Josuénbagiifferent stage of
their relationship. They are affectionate towardsheother and become
“partners” in what Todd McCarthy calls Josué’s amtfepreneurial
burst,” when they join the informal workers who ,dike them, fighting
for survival by selling homemadsachaca singing, and selling photos
taken with statues of saints. Once again we sea @dating letters for
the illiterate, and here is where her change ikeable. Like in the train
station, the lenses are of short-focal-length, tei the people in the
foreground are in focus and those in the backgroamed undefined.
However, the tone is different. There is not aifegbf confusion, as
there was before, and no feeling of confrontatigti Wuer clients. She,
unlike in the train station, becomes involved wilie stories of her

clients. She laughs, asks for more details, unaledst where they are
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coming from, and, most importantly, she bonds wittsué. Their
relation is now of trust. They blink at each othtake photos with the
statue of the saint as a souvenir, and Josué sigalbplbuys Dora a
dress, promising her that she will look much moeadiful in it. With
this, he seems to accept her as his “surrogateambdth

After working all day writing letters for the itérate, they check
into a hotel and the first thing Josué does iske @all the letters from a
plastic bag and throw them in the trash bin. Dalaarly shocked,
shouts “No!” It is a motherly attitude that tries pirotect Josué from the
cynicism he has already learned from her. She odopnger accept this
attitude that was once part of her own repertofraations. In the next
morning, as they are waiting for a bus to goVita do Jodo where
Josué’s father has supposedly moved to, Dora fiademption in the
symbolic gesture of posting the letters. The irdting thing here is that
the camera, in this scene, does not show Dora,Jbatié, whose
expression suggests surprise and incredulity.

Having this in mind, it could be said that, inense, as Dora
approximates her moral quality to that of Josuéjrtbond becomes
stronger. Josué is not the character that suffersibticeable change in

the narrative, but Dora. He begins the film as pefiol young boy, and



102

it has been suggested by McCarthy that this hgpesents the innocent
perspective of his generation, which did not exgase the traumatic
events of the past in Brazil, and reaches the paal of the film still as
a hopeful boy. Dora, however, suffers great tramsédions. She begins
the film as a wretched retiree who does not medbreonsequences of
her reckless approach towards her clients’ le¢techanges a young boy
for a brand new TV set with a remote control, agalches the last part
of the film bonding in a way she could have notgmad with both her
clients and Josué, whom she invites to go back haeitieher once they
believe it will be impossible to find his fathersAlune Jordan puts
forward, “[tlhe ultimate connection must be the dhebat we find
between us. It is not who you are, in other woldg,what we can do
for each other that will determine the connectiodo5ué managed to
change Dora in the way she needed to be changedién to find any
happiness and hope in her life, and even to reswvdong problematic
issues with her father, and Dora was the essepigale for Josué to
continue his search. It seems to be, in a serde, af passage for Dora,
Josué, and, metaphorically speaking, for the cgutitis so for Dora in
the sense that she “needs” the intervention of&dsuembark on the

emotional journey that the geography and the sitngstexperienced by
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them leads her. It is so for Josué in the sengehthaeeds to seek his
father in order to define himself. It is for theuedry in the sense that it
is also trying to find its way after turbulent timmeof dictatorship,
uncontrolled inflation, Collor, new economic plangth Fernando
Henrique Cardoso and the growing rates of unempdoymand
recession at the time the film was produced.

When Dora and Josué finally reach Vila do Jodo remdizes
that this place is not the traditional portrait whoof thesertaao It is a
gigantic housing development where all the housesalike, showing
that even the heartlands of tbertdohave been touched by the hands of
“progress.” McCarthy sees this as a sign of thev‘eeonomic frontier,”
a sign of the progress in Brazil, but what he doeisrecognize is that
most houses have been invaded, as lIsaias, Josld&s larother,
explains to Dora. For McCarthy, the ansv@mtral Stationsuggests is
that “the deep scars left by the social ills of tleeent past might
somehow be survived and surmounted by a creative wri the old and
the new Brazils,” and, apparently, Vila do Joaqust that. There is still
the goodness of the essential Brazilian identigséatial in the sense
suggested by Hall, that of a creative rediscovevgintion of a shared

national identity), but there is also sign of pexg, however
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problematic it might be in this context. The popigla in Vila do Jodo

still holds a “subclass identity,” as they do neer have the means to
construct their own houses and must settle fondjvin State housing
developments, where all houses are alike and tlaceh of social

mobility is still almost zero. It is not clear wher the house where
Josué’s brothers live has been invaded and occlgyigtdem, or if the

area in which the housing development was builansinvaded and
occupied area. Whichever option applies, both cetiee problems felt

by Nordestinosvhen it comes to lands: too much land in the hafds
few land owners.

Josué and Dora do not find exactly what they ekdzhon their
journey to find, that is, Josué’s father. Howewesch one finds what
they need. Dora finds tenderness, affection, amh @exual yearnings
(towards César). In one of the last scenes, whenisshbout to leave
Josué with his brothers, she, partly lighted antth wiramatic shadows
around her, puts on her new dress, which Josuélgavé&he lights two
candles in front of the mirror, one big and one IkniEo insisting
viewers, these candles could even be related taritedosué, who have,
metaphorically speaking, had their ways enlighteineitie process. She

puts on lipstick and uses it as rouge as well, thed she laughs with
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satisfaction, as if proud of her journey and thaacomplishments
together. Josué, she knows, will not forget henalfmally sets Ana’s

letter close to Jesus’s letter and her mission ddsué and with herself
is complete. Josué does not find his father, dsfithat his brothers,
who, together, embody the father figure he seeks.nkiddle brother,

Moisés, embodies the qualities for which he admihesfather he has
never met; he is a maker. From wood, he can ma&&schables, and
spinning tops, the same kind that was so cruci@nvbosué’s mother
dies. The oldest, Isaias, is the father figure wdraerly brings Josué
into the family, teaching him sayings and playiogcer.

Josué’s brothers also embody, in some sensesesbential
Brazilian identity that is supposedly lacking inethurban setting,
although Irene is the representation of that in BRéo Janeiro. It is,
perhaps, in this sense too that McCarthy argues th&a solution to
Brazil is in the marriage of the two contrastingails, namely that of
the big centers like Rio de Janeiro and that ofniaameless villages of
the sertdq where a sort of goodness has been preserved Qriechio
calls it, where there is a moral reserve. Theseirasing national
identities are perhaps complementary, as in theilgma scenario it is

necessary to have the wit to survive in what Rdj®art calls the “dog-
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eat-dog” world of the central station, and also ithealistic goodness
and tenderness of theertdoin order not to drown in its dramatic
scenario, taking others along with, as Dora usetbto

It is perhaps not possible to say that the ordsrideen restored
in the end of the film, when Dora leaves, sincedh@as never truly
order in the story, but chaos. However, somethsglisturbed at the
beginning, and it is the chaos in which Dora fitdsself, drowned in
the regime of the “dog-eat-dog” world she lives amd something is
restored by the time Dora leaves. She, as KevinmBsoputs forward,
“is moved to confront the painful losses that hkefeher so emotionally
calcified,” and leaves as a person who is bornmagdie has made her
peace with her father, with those that sought behélp, in the figure of
Josué, and with herself. The characters of Dora aoslié, once
undefined and out of focus, finally find their facin long shots, middle
shots and even close ups, which show emotionaksatiwat differ from
those settings and facial expressions which accoiegahem in the

beginning.
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CHAPTER IV — CONCLUDING REMARS

One single film is pregnant with so many meanitiggst it
would be impossible to explore all of them in agénthesis. What this
thesis attempted to do was to explore some of lrments inCentral
Stationthat evoke the issue of identity in film form withthe narrative.
Alongside the theoretical background and the aimsglykis thesis also
used the debates of Brazilian and American criticsorder to
encompass different perspectives on the film. THigal hypothesis
presented in the first chapter is ti@dntral Statioris a film that brings
as one of its themes the search for an identitys Bearch is both
personal, as in the case of Dora and Josué, aiwhalatin the sense that
Brazilian people and Brazilian cinema were in acpss of recovery
when the film was produced. Brazilian people werdscause they had
been deeply shaken by their past, with 21 yeadictditorship, inflation,
and the Collor administration, so that it “needéal’recover from these
traumas in order to envision a more hopeful futiBrazilian cinema
was in this process because it was recovering &alrastic reduction in
the number of productions, as explained in chaptehich culminated

with the closing of Embrafilme in the Collor adnstration.
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The path followed to carry out the present studg threefold.
The first chapter presented the context in whidmtral Stationwas
produced, as well as a brief consideration on theziBan scenario at
the time. The first chapter attempted to show safthe difficulties
experienced by Brazilian cinema at the time, andlsb considered
some of the recurring themes, such as that of itgent the Retomada
cinema. The main authors used in this part oftiesis were Luiz Zanin
Oricchio, Lucia Nagib, and Sidney Ferreira Leifehe second chapter
entailed the Review of the Literature, where comstlons on
representation and identity were tackled in ordeguide the analysis.
For the definition of identity, the main authorsedswere Stuart Hall,
Zygmunt Bauman, Robert Stam, and Ella Shohat. Hivel thapter
encompassed brief considerations on film theorytaedanalysis itself,
which intertwined with the voices of a number of dmgan and
Brazilian film critics.

In the context of theRetomada Central Stationplays an
important role. As Oricchio (2003) points out, fdrbring the marks of
the time in which they are produced. The film irestion does just so,
as it looks inwards for answers about where Biazi Brazilians stand

in the long experienced confusions of the 20 toydé@rs that preceded
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the film. These years were precisely the years imchv Dora’s
generation lived their adulthood, so that it aféecthem the most. The
result of this can be felt in Dora’s cynicism arsticism. Josué, on
the other hand, seems to represent the hope gtheration, which had
not been affected by the traumas of Dora’s gerwratror Nagib, as
mentioned in chapter I, many films of the Retomadag forward a
“rediscovery of the homeland,” and@entral Statiorthis is particularly
true when compared to Salles’s prior film, namEtyreign Land(co-
directed by Daniela Thomas), where the Braziliararabters were
looking for answers abroa@entral Stationtries to rescue some of the
optimism that was lost along the way, and doeshipisterally moving
towards the interior of the country.

As Lucia nagib (2004) puts forward, many films rfrathe
Retomadaalso cast an anthropological gaze on lower classedid the
cinema novdilms, but the former did it with solidarity, artte latter
did it with a political drive, or with a tone of @agsation towards the
State. As Leite remarks, showing the “social rgaliiecomes, in the
Retomadafilms, a seal of quality, for it sends the audemdack to
references otinema novoln this sense, the reference to ttieema

novo in Central Stationbrings to the fore what Jameson defines as
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pastiche Central Statiorwears a stylistic mask, which, for authors like
Bernardet, aims at assigning a guarantee of quafitysing the prestige
of thecinema novoAnd, for Bernadet (2002), nostalgia and fetishism
what truly takes place iRetomaddilms as far as any relation between
the two movements is made. There is a sense inhwthie film also
relates to the issue of nostalgia, as defined lmesan, for, in using the
sertaq the film gains a timeless aspect. It could eithemplaced in the
1940s or the 1990s. The lack of time markers inntiee-en-scéne, and
even in the theme itself, makes this eternal paestémt possible, which
brings us back to Jameson’s argument that we seebe tsomehow
incapable of dealing with the present with elemémis the present.

In taking a closer look at the film, the reviewand the
hypothesis, some considerations can be made.\fitsd film seems to
bring about the issue of identity in a number enetnts; however, the
word “identity” is never used, it can only be infel. Some of these
elements were explored in the third chapter, sgctha journey and the
change it caused in the characters (who were gléarh process of
search, which this author believes to entail thitaopersonal and
national identity). Secondly, the opposition betwebe urban center

and thesertdois, as a number of authors suggest, one of the¢ mos
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remarkable elements in the film. This oppositioraiso criticized as
naive, for it puts forward a notion that there ésgoodness in the city
and no badness in tlsertdo However, according to Hall's perspective
on essentialist identities, this naive positioniogards thesertdocould
also be seen as an attempt to “(re)discover” itlestin order to forge a
sense of national cultural identity, giving peoptable frames of
references, which are important for manufacturidgntities. Thirdly,
the camera focus, too, is an element that callsatiention of the
attentive viewer. It changes, along with the fragnof the characters
and setting, throughout the film. The film begingtmshort focus lenses
and, by the end of the film, the use of long fotarsses predominate.
What this seems to indicate is that there is a kihlurriness in the
beginning that coincides with the condition of tfaracters, who were
themselves “blurred” and undefined. As the film eleps, however, not
only the characters change, but the camera focusngmanies this
change, giving the impression that it commentshtenmovement from
“blurriness” to a more “defined” identity.

In general, it could be said that the reviews eommlated
focused less on the issue of identity, in an ekpliay, than was

initially expected. They explicitly focused mostip the characters and
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on the quality of the film than on the country atié metaphorical
implications of the journey in terms of identityeW critics actually used
the word “identity,” and these were Luiz Zanin @h@®, Llcia Nagib,
Kita Kempley, Thomas Kevin, and Darién J. Davis.wdger, many
critics tackled issues related to identity in whahcerns the shaping of
cultural and national identities, such as Marcellwelho, who
mentioned the implications of thevifem-s& approach for the
population, thus resulting in a change in framegsedérences for the
people. Ruy Gardier, too, nails the subject by iagthat whatCentral
Stationattempted to do is what Brazilian cinema has begng to do
since its infancy, which is a “tentativa de elalgdi@ de uma imagem

proépria.’

And this attempt to elaborate a self image seembe
closely connected to what Hall calls the “imagimatrediscovery,” that
is, the “discovery” of an identity that encompasdests that the
national population can and may invoke in ordefotge the feeling of
national unity, even though Gardnier does not spddkis attempt in a
positive tone in his article.

Finally, this thesis attempted to carry out, tceatain extent,

what Fernando Mascarello (2008), suggests intiideaReinventando

% The attempt to elaborate a self image.
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o Cinema Nacionalnamely that analyses should consider not only the
filmic text, but also the elements that are extoarseto it, such as
reviews, reception, and so on. The present studysidered the
Brazilian cinema context in whiclentral Stationwas produced, as
well as a number of reviews of Brazilian and Amanicritics. | believe

it would be interesting, in a future research, athgr more reviews and
perhaps information on public reception in ordeh&we a more global
grasp of the public response prompted by the filot, for the present
study, given the length of the work, it was notgibke to do that.

In a personal level, this research meant carrgimga study in
an area that became very dear to me for three neagerst, after
attending classes on Brazilian cinema lectured bgfeBsor Robert
Stam, | became increasingly aware of the needuttyshore deeply the
history of my country’s cinema. It became clear e that in
understanding one’s own national cinema it becoeaesier to connect
its history to a more global cinema history. Secaiter my experience
as a member of the Jury in the Cinema Festivalrafr@do, in 2007, |
understood the importance of assigning more impogdo our national
cinema in the sense that it not only reveals traitsour cultural

identities, from North to South, thus making poksita deeper
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understanding of our own country, but it also rssinl a sector that has
the power to employ millions of creative, engaged grofessional
minds. These professionals seem eager for a wobkiagilian cinema,
one that guarantees not only production, but alsdurectioning
distribution and exhibition system. By studying #tan cinema it is
possible to identify the areas which lack investmemd thus try and
solve these issues with a more informed perspeclitérd, | have
always had the curiosity to study the issue of ridg.” Our
contemporary world is crowded with so many refeesnthat it seems
paramount to step back and analyze some of theeowf references,
cinema being one of them, in order to understardatbrkings of what
makes us what we are. The present worlCentral Station | find, is
the marriage of these three mentioned drives. Eutorks, | believe,
could involve a more inclusive review of the litene in terms of
Brazilian cinema, considering other moments othanttheRetomada
and identity theories. This could be done in otdeanalyze the issue of
identity with a more global perspective, based lo@ assumption that
this is, as Ruy Gardnier suggests, one of thegsa8tazilian cinema has

been fighting since its infancy.
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APPENDIX Il — CENTRAL STATION'S CREDITS

Film: Central do Brasil

Director: Walter Salles

Producers: Arthur Cohn and Martine de Clermont-Teore
Screenplay: Jodo Emanuel Carneiro and Marcos Exmnst
Director of Photography: Walter Carvalho

Editor: Isabelle Rathery and Felipe Lacerda

Art Director: Céssio Amarante and Carla Caffé

Music: Antdnio Pinto and Jaques Morelembaum

Reel time: 1:46

Release date: 3 April 1998

American theatrical title: Central Station

German theatrical title: Central Station

French theatrical title: Central do Brasil



