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Ozlem Arda*

The Voice of the Angry Streets: Third Cinema
as an Example of Memoria Del Saqueo -
Memory of the Plunder

Abstract In this study, recent films that have been produced based on the Third Cinema
concept are discussed. Third cinema deals with social realities and fulfills a social function
by portraying the problems in the life of a society and transfering them through visual
language an awareness of the social problems and those who bear responsibility for them.
The Third Cinema Manifesto defines a framework for films that are produced in the present
day although such films imply a revision of the manifesto. These films based on the Third
Cinema concept and follow its original construction and use the street theme to present
the voice of the people, the living witnesses in the society. In this study, these films are
analysed using Mike Wayne's four categories. That the films are compatible with the Third
Cinema concept is emphasised. This study aims to describe Memoria Del Saqueo - Memory
of the Plunder, with the Third Cinema understanding, examining it according to the four
categories in terms of form and content.

Keywords: Third Cinema, Revision, Social Reality

1. Introduction

The basic concept of Third Cinema is symbolised in a society by the opposition
to inequality, to exploitation and to the agents and representatives of imperialism.
Its primary purpose is to stir the masses to action. This Third Cinema concept
of reaching out to the masses has been observed at work in many countries and
every country has its own problems that take place especially in Third Cinema
films. It can display change as a form and/or content between countries, but the
main understanding can not change.

Although the culture industry regards it as marginal, Third Cinema has been
able to find its own space in many countries.

The “Third Cinema movement called for a politicised filmmaking practice in
Africa, Asia, and Latin America, since its first appearance during the 1960s and
1970s, taking on broad issues of race, class, religion, and national integrity. The

*  Research Asst. Dr., Istanbul University, Faculty of Communication, Radio Television and
Cinema Department, ozlemarda@istanbul.edu.tr
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films are important and from the directors; such as, Sembene, Getino, Solanas,
and Guzman, and are amongst the most culturally significant and politically so-
phisticated from this movement, and denote the adoption of an independent,
often oppositional stance towards the commercial genre emanating from the more
developed capitalist world (Marzano, 2009).

The basic determinative motifs used in the culture industry include lifestyle,
opinion formation, character structure, behavioural patterns, forms of emotion,
daily life stories, social relations, political stances, identity acquisition, and sense
of belonging. The most aggressive sector in the culture industry is hollywood
cinema. USA’s capitalism undertakes a critical manipulation together with holly-
wood cinema both on a national scale and on global communities (Karasin, 2011).

Two important names in Argentinean cinema are established as having scruti-
nised and examined the state of existing cinemas and presented the Third Cinema
as a cinema model:

Although the activism had focused on new areas and in many countries by the
end of the ‘60s, Fernando Solanas and Octavio Getino, using an alternative cinema
concept, started the “Third Cinema” movement with a manifesto that they pre-
pared. Their documentary titled The Hour of the Furnaces (Le Hora de los Hornos -
1968), which followed on the coup of 1966 in Argentina; the two film-makers
published their manifesto. Their stated aim was to create films that would raise
social awareness about class, language, race, gender and religious discrimination,
and to defend anti-imperialism and criticize absolute power structures. The name
“Third Cinema” stems from the idea of creating a kind of cinema movement that
is contrary to the commercial cinema industry (Salali, 2013).

First of all, Third Cinema reflects theory and film production practices related
to social and cultural liberation. The volume of production of such films is actually
very small in comparison to total world cinema production. Nevertheless, Third
Cinema films are among the most thrilling and challenging ones; the political
and cultural importance of these films increases through their being set within
the same period as major historical processes and becoming involved with these
processes (Wayne, 2009).

Third Cinema has not only found a place for itself in Latin America where it
originated, but also spread its influence, albeit with difficulties, to many parts of
the world.

Third Cinema is an aesthetic and political project whose principles have guided
film-makers throughout the regions of Africa, Asia, and Latin America. Third
Cinema still influences filmmaking strategies and projects today. Third Cinema
continues to evolve as political, social, and cultural climates change throughout
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the world; the tone of a Third Cinema film can reflect a revolutionary atmosphere
and deliver its message with confidence, convey the disillusionment of failed or
coopted revolutions, or express frustration with class, racial, or gender oppression
and continued colonial impulses from First World nations. For this reason, Third
Cinema’s importance in filmmaking history and its power to deliver social com-
mentary with the aim of inspiring change cannot be understated (Dodge, 2012).

1.1. Third Cinema Understanding

It is very important for Third Cinema that production, distribution, and projec-
tion are collective; a team who works collectively and commands each direction
of this process directly makes the films,

The film industry has a tripartite structure of production, distribution and
projection, but the power distribution among these parts is unequal. The producer
needs the distribution guarantee to increase the venture capital, and thus has to
transfer the film rights to the distributor. However, the distributor does not have
to transfer these rights to the projectionist; therefore the power is held by the
distributor company which can deploy all over the world as a financial organisa-
tion in the film industry (Armes, 2011).

A number of trends are generally accepted as being the basis either implicitly
or directly of the Third Cinema understanding: Cinema Direct, Neo-Realism,
Cinema Novo, Imperfect Cinema, and Aesthetics of Hunger:

Cinema Direct: The most remarkable feature of this movement is to be present
where the events take place with 16 mm cameras that enable shooting with sound
synchronization anywhere by means of developing technology. Neo-Realism: The
relationship between Third Cinema and Neo-Realism is based on many founda-
tions. Most significantly, a number of Latin American film-makers became familiar
with Neo-Realism when they visited Italy. Cinema Novo: The daily life of society
was being portrayed in a realistic manner in screenplays, thus bringing to the
cinema social inequality, poverty and social contradictions as the subjects of dis-
cussion. Imperfect Cinema: The figure that determined the theoretical direction
of Cuban cinema is Julio Garcia Espinosa through his article “For an Imperfect
Cinema” According to his “Imperfect Cinema” concept, Hollywood cinema is
technically perfect and commercial, but it is impossible for the cinemas of un-
derdeveloped countries to reach this level. Technical quality is not important and
the living culture of society must be reflected in cinema according to Espinoza
(Sivashioglu, 2011).

Glauber Rocha is a Latin American film-maker who wrote a manifesto titled
Aesthetics of Hunger. He is able to present an analysis of his own country through
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objective expression. Rocha explains Brazilian New Cinema as “a cinema that -
takes place within the politics of hunger and thus suffers the consequences of all
its own weaknesses” (Coskun, 2003).

Fernando Birri and Frantz Fanon are among those whose influences fed the
Third Cinema before it emerged on the scene. As an Argentinian film-maker and
theorist, Fernando Birri is best known for two films: his 40-minute documentary
Tire die (1958) and the full-length Los inundados (1962). As the writer of Black
Skin White Masks (Peau Noire, Masques Blancs) and The Wretched of the Earth
(Les Damnés de la Terre), Fanon says, “What matters is not to know the world
but to change it!”

Social, economic and political components feed the Third Cinema concept,
which means that these films not only reflect the general situation in a country, '
they contain important data as well. =§

It can be stated that there is no straight line in the historical development of :
Latin American cinema. Latin American cinema experienced its most important -
period of cinema movements in the 1960s and 1970s. It introduced the movements
and the directors that had impact all around the world. The political revival that
spread globally in the 1960s gained a place in the Latin world as well (Sivashoglu,
2011).

“The Liberation Film Group” (Grupo Cine Liberacion), a radical Argentinian
film-maker group that had named themselves within the context of both a politi-
cal and a cinematic approach, created a four-and-a-half-hour film in three parts
titled The Hour of the Furnaces (La Hora de los Hornos) in 1968 after conducting
a two-year study. The film was produced under conditions of strong oppression
after the military take-over of 1966, but with the organised and growing, although
confidential, support of the Peronist opposition party (Temiztag, 2002).

One of the important details is that Solanas went to Paris in 1980 and made a
movie dedicated to his friend Yilmaz Giiney called The Tangos (El exilio de Gardel:
Tangos — 1985)” In addition to this movie, Solanas’ The South (Sur — 1988) having
the marks of revolution, also has a significance place in Third Cinema movement.
The Third Cinema understanding has influenced many directors and cinema
communities. The most important ones from this group are in Socheaux and
Besancon. The movies are made based on a collective division of labor and are
made for workers (Salali, 2013).

Third Cinema is regarded as “Militant Cinema” or “Political Cinema,” in terms
of the subjects it deals with and the functions imposed on them; however, Third
Cinema carries aspects that go beyond such definitions.
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Third Cinema is a political cinema in which the interest in politics extends
beyond any narrow definition of the word. It is the cinema of social and cultural
liberation, requiring more radical and widespread transformation. If cinema
makes relatively modest contributions to this transformation in its own style,
this should be accomplished purely and simply by means of films (Wayne, 2009).

By incorporating cultural and political critiques and challenging viewers with
new compositional structures and genre juxtaposition, Third Cinema harnesses the
power of film to increase social consciousness about issues of power, nationhood,
identity, and oppression around the world. For audiences within these regions,
particularly those facing cultural and political subordination, Third Cinema aims
to illustrate the historical and social processes that have brought about their oppres-
sion and to indicate where transformation is required. As Third Cinema principles
continue to guide film-makers from the Third World or Third World diaspora with
access to media and film resources in the First World, these messages will hopefully
become more prevalent and make social change more possible (Dodge, 2012).

'Third Cinema is an alternative and revolutionist cinema juxtaposed against the
dominant cinemas. The aim was to enlighten and galvanise society through the
transforming power of cinema. This movement that began with the documenta-
ries of Solanas and Getino became the most important cinema movement that
influenced the formation of many new movements (Sivashoglu, 2011).

Argentineans Fernando Solanas and Octavio Getino coined the term “Third
Cinema” in 1968, stating that “First Cinema” is the commercial cinema based in
hollywood, “Second Cinema” is the European auteur cinema, and “Third Cinema’
is the political and informative cinema that is likely to occur in the third world
countries.

1.2. Differences Between First, Second and Third Cinema

The term “Third Cinema” reflects its origins in the so-called Third World, which
generally refers to those nations located in Africa, Asia, and Latin America where
historical encounters with colonial and imperial forces have shaped their economic
and political power structures. The term also illustrates a response to the dominant
cinematic forms of First World nations and commercial national film industries.
Where First Cinema conjures images of Hollywood movies, consumption, and
bourgeois values, and Second Cinema refers to Furopean art house films dem-
onstrating aesthetic, but not always political, innovation, Third Cinema takes a
different approach to filmmaking, by subverting cinematic codes, embracing revo-
lutionary ideals, and combating the passive film-watching experience of commerical
cinema (Dodge, 2012).
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Third Cinema has been influenced by the “Italian Reality” movement in terms |
of production, low costs, out-of-studio shooting, and amateur actor usage. The |

characters used in the movies portray the release of women’s voices, the poor, and
the battered and humiliated groups; and in each one of them there is the desire
for action based on social awareness (Salali, 2013).

Although First Cinema is shown in the Manifesto as basically American Cin-
ema or as it is commonly known “hollywood cinema,” it is emphasised that this

cinema exists on a world scale and dominates the cinemas of every country. In '
other words, First Cinema is popular cinema and its examples can be seen in i

every country (Odabas, 2013).

Further it is indicated that certain cinema movements and trends arising in |
several countries of the world must be accepted as Second Cinema. American |
Independent Cinema is included among these. In the manifesto, it is argued that |
although these are alternative cinemas that emerged in response to the dominant |
cinema model, they are insufficient because their films remained within the system }
and when they arrived at the limits that are allowed by the system they could not 1

go beyond them (Odabas, 2013).

Third Cinema has characteristics that differentiate it from First and Second {
Cinema, but in the film production process it is not always possible to separate |
these differences with sharp lines. In this case, it must be clarified that the pro- |

duced film is or is not in accord with Third Cinema understanding in general. This
much-discussed point about the inclusion of a film in the Third Cinema category
requires a deeper analysis.

Third Cinema may relevantly result as the ‘third space; which displaces the
histories and needs that constitute it and sets up new structures of identity and
political initiatives, which are inadequately understood through the current main-
stream channels of production and distribution. Due to the changing multiracial
and multicultural world reality, Third Cinema must reinvent itself in terms of
gender, class, and geographical identity and consequently in terms of narrative
structure and aesthetics. The challenge between those cosmopolitan images and
the struggle of local identity continues to move film authors looking for new ways
to co-produce Latin American, African, and Asian cultural identities through col-
laborative practices that have as their ultimate aim not the removal of the local, but
a meaningful relocation of it into the global community (Marzano, 2009).

1.3. Mike Wayne and the Dialectics of the Third Cinema

Mike Wayne defines four factors for Third Cinema: historicity, politicisation, criti-
cal commitment, and cultural specificity (2009). According to Wayne, these four
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categories are the cornerstone of the Third Cinema concept and Third Cinema
films can be examined in terms of these factors as categories:

Historicity: Third Cinema seeks to develop means for the comprehension of
history as process, change, contradiction, and struggle: in short, the dialectics of
history.

Politicisation: Third Cinema centres on the process whereby people who have
been oppressed and exploited realise this situation and decide to do something
about it. In this context, Third Cinema should raise political awareness in the
audience.

Critical Commitment: One of the primary aims of Third Cinema is to gal-
vanise the cognitive and intellectual powers of the audience. Third Cinema films
should pursue this aim through the structure and the content.

Cultural Specificity: Third Cinema is defined with the acquaintance and affinity
with the culture in terms of both the specific meanings from cultural production
(e.g., song, dance, theatre, rituals, cinema and literature) and general meanings
of culture (the nuances in daily life). Third Cinema examines how the culture is
present in the arena of political struggle.

2. The Aim of The Study and the Method
2.1. The Aim

The aim of the present study is to do an in-depth examination of the documentary
film Memoria del Saqueo ~ Memory of the Plunder, in terms of Mike Wayne’s cat-
egories for inclusion in the Third Cinema definition. Only a shallow description
has been made thus far regarding the relation between Memoria del Saqueo -
Memory of the Plunder and the Third Cinema understanding. The aim of choosing
this film example is to frame the study on the basis of a documentary that belongs
to the place in which the Third Cinema concept arose from with the street theme.
For this purpose, this recently produced documentary film directed by Fernando
Solanas that reflects the concept of Third Cinema and creates the scope of the
study, and the ways in which this documentary film establishes a connection with
the concept of Third Cinema are addressed.

2.2. The Method

This study is a descriptive study so a descriptive method has been chosen for
analysing a documentary film. In this study, a documentary film that among
various examples is highly capabable of representing Third Cinema is examined
in accordance with the criteria of the Third Cinema Manifesto. The classification
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method of Mike Wayne (2009) consisting of four factors that Historicity, Politi-
cisation, Critical Commitment, and Cultural Specificity. These mentioned factors
will draw a superficial frame for Memoria del Saqueo - Memory of the Plunder
but not an extensive frame because these factors describe a film with its connec-
tions and structural characteristics. Accordingly, the documentary Memoria del
Saqueo - Memory of the Plunder will be examined in terms of its connection to
Third Cinema, and an assessment is done with Wayne (2009)’s determined factors.

At the same time Wayne (2009) describes that these four key factors can de-
fine Third Cinema apart from the other film understanding, so Wayne makes an
analysis especially for The Battle of Algiers which leads this present study.

Waynes four key factors is searched in Memoria del Saqueo - Memory of the
Plunder frame by frame. It can be seen that these factors are intertwined for some
part of the film. In such a case it is important to determine the intense factor that
draws the relationship of Third Cinema dialectics.

As well as being an assessment, the classification method of Mike Wayne con-
sisting of four factors is used in this study. Also an evaluation of Third Cinema film

e S e, &

can include production, distribution and projection procedures that are described
for this film. Fernando Solanas has made Memoria del Saqueo — Memory of the

Plunder as a collective production, distribution, and projection.

2.2.1. The Study Universe

Different Third Cinema films in the world that are in compliance with the criteria

of the Third Cinema Manifesto constitute the study universe.

2.2.2. The Sampling

The quality of projection creation and the high capability of representation that
is high in Memoria del Saqueo ~ Memory of the Plunder constitute the sampling
of the study.

2.2.3. Process

The fundamental concepts on which the study is based are relative to the Third |
Cinema concept in the basic text of Fernando Solanas and Octavio Getinos, the °
manifesto Towards a Third Cinema. It is possible to comprehend Third Cinema

with reference to this manifesto; however, the study by Mike Wayne (2009), Politi-
cal Film: The Dialectics of Third Cinema, provides also systematic data about the
cornerstones of the Third Cinema. Memoria del Saqueo - Memory of the Plunder

-—— -
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is investigated according to Wayne’s four categories and an evaluation is given as
to how they are reflected in the film.

3. Findings

The following data are resulting from the study of the documentary film Memo-
ria del Saqueo — Memory of the Plunder using the descriptive method and Mike
Wayne’s categorisation of the Third Cinema films.

Examination of the Documentary Film Memoria del Saqueo - Memory of the
Plunder on the basis of Mike Wayne’s “Four Key Markers”™:

Historicity: Director and producer Fernando Solanas made the documentary
film Memoria del Saqueo - Memory of the Plunder in 2004. Solanas placed in cen-
tre focus the socio-economic crisis of Argentina that occurred in 2001. Solanas
forges a link between a previous period and the present to reveal present-day crisis
parameters according to the historical process. Memoria del Saqueo - Memory
of the Plunder presents a historical scene about Argentina. It describes conflicts,
struggles, and changes in Argentinean social life.

Politicisation: Civil rebellion in Argentina in 2001 is the theme of Memoria del
Saqueo — Memory of the Plunder. The hungry, unemployed, under pressure and
exploited people come together in the streets because of their $0c¢io-economic
situation. They decide to do something to change these unpleasant conditions for
themselves; the film story is shaped within this process. The primary aim of the film
is to raise awareness about the role of political consciousness for struggles in life.
Solanas expresses his own political stance through this film. Memoria del Saqueo -
Memory of the Plunder is also known as Social Genocide in cinema literature.

Critical Commitment: Memoria del Saqueo - Memory of the Plunder is intend-
ed to consider a historical period with a cognitive and holistic assessment. People’s
criticisms and reactions against governmental operations appear throughout the
film. Another aim is to activate the audience by placing them directly in the mid-
dle of the events through the use of the Direct Cinema effect. The film shows all
the negative sides of life in the ghettos of Argentina just with the interviews and
adding no director’s comments. All of the critical commitment is shaped through
the critical perspectives of people out in the streets.

Cultural Specificity: Memoria del Saqueo - Memory of the Plunder gives wide
coverage to all the effects of the socio-economic crisis on the lives of the Argen-
tinean people, and it also deals with cultural change and conversion. The angry
people sing songs composed by themselves and perform Argentinean dances on
the streets during the civil rebellion. Their political action shaped in Argentina
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is what gives a name to the struggle. As their political struggle is shaped by the
cultural elements, the audience can perceive its cultural specificity.

4. Discussion and Conclusion

In the present study, the documentary film Memoria del Saqueo - Memory of
the Plunder was evaluated descriptively based on Mike Wayne’s categories. The
structure of the document under study meets these factors in terms of Historicity,
Politicisation, Critical Commitment and Cultural Specificity. Therefore, it is in
consistent with the Third Cinema concept. A process whereby Fernando Solanas
personally is included has been experienced in terms of production, distribution
and projection. Although the structure is a little different from that of 1968, it
is produced in the context of Third Cinema understanding in terms of both the
matter that is put to the centre and the approaches taken to it.

For certain the Third Cinema concept has gone through changes since the
1960s. Cinematographic styles show changes according to technological and socio-
cultural developments. Although the Third Cinema understanding is based on the
original manifesto, it must be stated that that the movement area of directors and
producers in the stages of production, distribution and projection has enlarged
somewhat considerably since the early years of Third Cinema.

Third Cinema is an aesthetic and political project that is guided by certain prin-
ciples in order to challenge power structures. Though some view Third Cinema
as a project of a particular revolutionary period which has now ended, its legacy
is visible in films being produced today in the Third World as well as by Third
World diaspora populations now located within the First World and in organiza-
tions using the power of media for social justice. In short, Third Cinema is still
alive — and just as powerful (Dodge, 2012).

The contribution of the study to the limited number of studies conducted on
this subject in the literature demonstrates its importance. Third Cinema ben-
efits from social realities and conveys the problems of social life with cinematic
language, therefore serving a social function. The way in which this important
function is carried out is emphasised in this study.

These concerns to define a necessary and new form of Third Cinema must
not leave behind the primary concerns in the production of ‘revolutionary films.
The need for Third Cinema is undoubtedly a call for social and cultural trans-
formation. Even though historical contexts and aesthetic responses may change,
its mandate to face post-colonialism and to protect local identities still holds.
Obviously the present aim of Third Cinema, ignoring geographical borders, is
to continue in seeking its own place in a global context. Third cinema is not the
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cinema of the Third World but is the cinematic expression of the desire to express
themselves and their identities, even though a general tendency of politics and cul-
ture is pushing towards a way of homologation and annulment (Marzano, 2009).

Third Cinema has undergone a transformation naturally but it should be un-
derlined that form and content can include varieties but it does not mean the films
can lose their dialectics or relationship with the Third Cinema understanding. The
linked subroutine can extend along the film as the mentioned four key factors.

'The manifesto Towards a Third Cinema is still alive although half a century has
passed. Those film-makers who want to present a broad perspective concerning
social inequality, the opposite conditions of production-consumption in the society
or inequalities between countries, must definitely be acquainted with Third Cinema.

In this study, the documentary film Memoria del Saqueo - Memory of the
Plunder was evaluated descriptively and it is seen that the documentary film has
intense connections with the categories as Historicity, Politicisation, Critical
Commitment and Cultural Specificity. The director has provided these connec-
tions with all the factors involved along the film. Consequently this characteristic
strengthens Third Cinema and documentary film understanding together.

Also it is possible to make an analysis of Memoria del Saqueo - Memory of the
Plunder with following another method. Mike Wayne's four key categories allow
one to trace the relationships of the dialectics all along the film.

In the final analysis, only a dual perspective, a closer and a wider look at Third
Cinemas’s bifurcated legacy, can do justice to the historically variable meanings of
this term and the diverse audiovisual practices that can be related to it (Stollery,
2002: 207).

Third Cinema is a field still waiting to be discovered. Although the fictional or
documentary films that reach an audience through this concept point to a number
of economic and political issues, they are necessary cinematic actions for cultural
specificity, national interests, and social equality.

Today, more in-depth studies based on films that might be examples of Third
Cinema revision would serve to expand the body of literature in this field. This
study gives an analysis made with the Mike Wayne’s four categories and it will open
the door to deeper analysis. Unfortunately, there is not a specific method of the
documentary that shows how to examine the films so it is important for the field
to examine a documentary film according to a systematic way as Mike Wayne’s
descriptive classification.

In the future the Third Cinema films can change as the formal and contextual
characterictics but the mission will not change in spite of fundamental transitions.
As long as the documentary film will address social issues for the reason to exist.
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