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Pethő, Ágnes 163, 164, 176, 177, 227, 241
phenomenology 21, 28, 121

photography
Bazin, André, ‘ontology of the photographic 

image’ 15–16, 25
Rat Fever 188
realism and 65, 78
Reitz’s time-lapse photography 232–233, 

234
The State of Things 44, 54–55

Piçarra, Maria do Carmo 109
Pinheiro, Renata 188
Plato: Republic, allegory of the cave 68, 252, 

264–265, 267
Portuguese cinema 109, 113, 114, 116, 167
postmodernism 46–47

Mysteries of Lisbon 165, 167
postmodernism/non-cinema distinction 47
The State of Things 42, 43–45, 49, 51

post-production
digital technology and 25–26, 65
Panahi, Jafar 77–78
Timbuktu 259, 260

production 65
f ilm crews and casts 22, 23
see also modes of production; realism as 

mode of production
Puccini, Giacomo 204, 210, 211, 213

Rancière, Jacques 59, 72, 251, 256
Rasoulof, Mohammad 64
Rat Fever (Febre do rato, Cláudio Assis) 175, 

186–190
Capibaribe river 186, 187
photography 188
poetry 186–190
Zizo’s poetry 188, 189, 190
see also Assis, Cláudio

Rayner, Jonathan 256
realism

critical realism 44
documentary realism 181
ethics of realism 88, 121
f ilm as real experience for the spectator 20
ontological realism 21
‘performative’ realism 19
photography and cinema 65
as timeless and inherent in cinema 24, 

25, 31
see also OOO; social realism

realism as mode of production 15, 16, 19–24, 
35, 175, 268
‘active f idelity to the event of truth’ 23
crews and casts 22, 23, 30, 69, 175
f ilm medium 19–24, 30, 134
landscape f ilms 251–252, 254, 268, 272–273
location 23, 30
space-time continuity 22
sub-modalities of 24, 31–35
see also intermedial passages; non-cinema; 

total cinema



298� REALIST CINEMA AS WORLD CINEMA

realist cinema
ethics of the real 16
taxonomy of 27–30, 27
world cinema and 11, 15–16, 19, 24, 31
see also Bazin, André

reality effects 28–29
Reiniger, Lotte 214
Reitz, Edgar 225, 240–241, 247

anticipating the series of our day 246–247
avant-garde movement 233–234
Cardillac 237
experimental f ilms 234, 237
f ilmmaking method 228–229, 233–234
intermedial cinema 246
New German Cinema 229, 244
New Music 233
Nouvelle Vague 229
on-location shooting 229
Speed 235, 237
time-lapse photography 232–233, 234
VariaVision 237, 246
Yucatan 237
see Heimat; Heimat 2

Renoir, Jean 24–25, 222
Italian Neorealism 212, 213–215, 216
The Rules of the Game 213
The Story of Tosca 204, 213–215
Visconti, Luchino and 206, 211–212, 213, 

221, 222
Resnais, Alain 179
Ricardo, Mariana 110
Richie, Donald 132, 133, 135–136
Rivette, Jacques 129, 130, 214
Rocha, Glauber 49

Black God, White Devil 196, 261
Entranced Earth 189

Rojas, Waldo 162
Rosen, Philip 44
Rossellini, Roberto 16

Germany Year Zero 25, 58
Paisan 44, 129
Rome, Open City 129, 208, 213

Rouch, Jean 94, 95
Ruíz, Raul 23, 153–154, 164

‘anticinema’ 168
f ilms by 155, 164, 167
never-ending storytelling 153, 156, 157
Poetics of Cinema 1 and 2 164
The Territory 48–49
see also Mysteries of Lisbon

Rushton, Richard 20
Russell, Catherine 42, 51, 146
Ruttmann, Walter 25
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Satō, Tadao 131, 132, 138, 148
Sayad, Cecilia 11
Schamoni, Peter 243
Schamus, James 164
Schifano, Laurence 204, 206, 211, 212
Schönherr, Ulrich 228, 242, 244
Scott, A. C. 143
self-ref lexivity

The Act of Killing 32
Floating Weeds, realism and self-

ref lexivity 33, 128, 141, 146, 148
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