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1e a flyer promoting a history elective prominently featuring the image of
d Death figure with the following caption: “If you would like to screen a
ck and white film in Swedish with English subtitles in which a knight plays
;ath while discussing the meaning of life and such philosophical questions
ice of God, then this is the class for you.” It was with some trepidation that
yvel approach for recruitment into a new history elective five years ago.
«d, perhaps offering a certain snob appeal for some students. But I prefer
it “Introduction to World Cinema” addressed student intellectual curiosity
m and filmmaking as well as learning more about other cultures in our
1g world.
wenty-five years ago, I encountered resistance to a proposed class in which
eature films would be employed as primary sources through which to
1e formation of American values and ideology in the post-World War II
her words, these films would be examined to ascertain how they reflected
>ds in which they were made.! Thus, I would not use High Noon (1952)
1e American West. Instead, High Noon offers insight into such essential
mcerns of the 1950s as the Cold War, communism and anticommunism,
yd Ten, conformity, and suburbia. In a similar fashion, Bonnie and Clyde
s more about the 1960s than the Depression era in which the film was set.
alysis of such films, supplemented by the well written and researched
st-World War II America provided by William Chafe in The Unfinished
today made “U.S. History through Film” a respected part of the history
Sandia Preparatory School.” Having an established place for film history
lum made it easier to find acceptance of “Introduction to World Cinema”
hool constituencies of administrators, teachers, parents, and students.
historiographical and pedagogical trends to better place the American
ithin the context of global history convinced me that the approach of the
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<es one feel as if he or she is preparing a film festival or operating one’s
cinema. Accordingly, the following summary of films that I have used
:ludes footnotes with additional reading recommendations on the film
e readings might also be assigned to students, the primary purpose of the
le teachers to more in-depth readings on the films and filmmakers.
se, evaluation of student performance is always a major issue for
use several evaluative tools for the class. To make sure that students are
h course readings, I will sometimes give quizzes. Students also have the
prepare oral presentations on films and filmmakers that we do not have
.class—including some more contemporary examples of world cinema.
ir class time is occupied with discussion of the screened film texts. I
liscussion with a general question as to whether students found the film
| from there we move onto more analytical concerns as to what the film
the filmmaker, the culture, and the historical context in which the
k of art was produced. We follow these discussions with analytical
nents in which students expand upon the themes raised by classroom
: following discussion of film texts employed in the course will include
examples of the type of essay questions to which students are expected
hile the World Cinema class is a history course with an emphasis upon
historical artifacts or primary sources, we also have a filmmaking class
nd some of the World Cinema students also enroll in the more creative
arse and are encouraged to share their activities, screenplays, and short
smates in World Cinema.
e, let me share some thoughts on films that I have included in the World
I begin with three silent films. Similar to the experience with subtitles
ack and white films, if one expects students to treat film as an art form
us study, they usually have little problem adjusting to the differing visual
Im which is also made easier by the musical soundtracks that accompany
>n contemporary DVD reproductions. For the silent unit of the class, I
nstein’s Battleship Potemkin (1925), Charlie Chaplin’s The Gold Rush
ritz Lang’s Metropolis (1926). Eisenstein’s film celebrating the
dlution and the role played by the vanguard of the proletariat might not
th contemporary students, but his work certainly demonstrates the
ssibilities of film. Chaplin’s Gold Rush, using the Klondike gold strike
> comment upon the shallow commercial culture of the 1920s, is a
dents, offering an opportunity to analyze and appreciate Chaplin’s
mor and social commentary that enjoyed international popularity and
1g’s Metropolis introduces students to the artistry of German
and the political ideas suggested by the film provide a forum for
ise of Hitler and the Nazi Party in Germany as exploited workers seek
alleviate their condition. And the visuals are simply stunning, with
imazed that Lang was able to produce such images without the aid of
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n a fantasy world is certainly popular with students. A more realistic examination of
esistance to the history of military dictatorship in Latin America, often supported by
he United States, can be found in The Official Story (1995). The film focuses upon the
rotests of women in Argentina seeking information regarding family members who
isappeared during the military dictatorship of the 1970s. History teacher Alicia
Aarnet de Ibafiez (Norma Alandro) comes to recognize that her adopted daughter and
ffluent lifestyle are dependent upon the compromises her husband Roberto has made
/ith the corrupt military government. When writing upon 7he Official Story, students
re asked to interrogate the nature of official truths presented by governments and the
bligation of citizens to challenge such official stories. In No (2013), Gael Garcia
sernal plays a young advertising executive who employs the techniques of modern
umerican advertising to win a 1988 plebiscite that drove Chilean dictator General
wgusto Pinochet from power. The irony of using American popular culture to depose
n autocrat who seized power in a coup backed by the United States raises a number
f questions and ambiguities that students find fascinating. But for most students, their
worite film in the course is the Brazilian picture Cizy of God (2002), directed by
ernando Meirelles. Cizy of God, which enjoyed a popular run in American theaters,
scuses upon the favelas created by the Brazilian military dictatorship of the 1960s.
vhile the government initially promoted the favelas as a program to address poverty,
1e reality has proven to be the creation of slums in which crime and corruption abound
ur from the upper and middle-class neighborhoods of Rio de Janeiro. In an artistic tour
e force, Meirelles depicts the culture of violence, drug dealing, and official corruption
1at makes it almost impossible to escape the favelas. While most students love this
Im, I try to challenge this assumption by presenting them with reviews that question
hether the film’s bright colors and glitzy production values rather than a grittier look
nd to glamorize violence. With these reviews, I try to raise the question of whether
[eirelles avoids social responsibility by offering no solution to the problems of the
welas. And with the World Cup and 2016 Olympics just past, the favelas are certainly
1 the world’s radar screen.'

A fair criticism of the World Cinema class is that we do not do enough with the
Ims of the Middle East and Sub-Saharan Africa. There are strong film industries in
gypt, Palestine, and Israel, but due to time limitations I generally focus upon Iranian
nema which well reflects the complexity of a nation that many Americans struggle to
wderstand. The diversity of Iranian culture is most evident in filmmaker Ashgar
whadi’s 4 Separation (2011), which was the first Iranian film to win an Academy
ward for Best Foreign Language Picture. The religious, class, gender, and
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