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Al comienzo podra hablar de inmigrantes, pero pronto se tratard
de mixturas profundas, partes constitutivas de su memoria, de su
nueva sensibilidad. El mestizaje, mds que una palabra, es un
horizonte de posibilidades, y el arte es, de todas las herramientas
humanas, la que mejor sabe ensefiarnos de qué manera delicada y
eficaz esas mezclas culturales llevan a nuevas soluciones.

- William Ospina (2009)



SUMMARY

The flow of immigrants to Canada continues to increase steadily. Questions regarding
identity are thus unavoidable in order to understand how diasporic identities are constructed
within a multicultural Canada. An important contribution to this debate is embedded in the
cinematographic expressions that immigrants produce. Such cultural products serve not only as
mean to represent themselves, but also to negotiate their positions in regards to Canadian society,
as well as their countries of origin. The Latin American community is an interesting example, as
multiple cultures, nations, histories, and identities are included within it.

This study critically analyzes how identity is represented in the films produced by Latin
Americans in Quebec. The analysis takes into account the films, the filmmaker’s perspective and
the conditions these documentaries were produced in. Given these elements, this research looks
at how a Latin American identity is constructed from the diaspora, and what kind of

cinematographic strategies the filmmakers use to articulate such an identity.
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1. INTRODUCTION

1.1. State of Affairs

Immigration to Canada has almost tripled in the last 20 years (Statistics Canada, 2005).
A recent study of Citizenship and Immigration Canada (CIC, 2006) reveals that the number of
immigrants accepted into the country has increased enormously. In 1986, 99,351 newcomers
entered Canada, by 2006 that number augmented to 251,649, with a steady increase each year.
Furthermore, thé governmentbof Canada has predicted that with the current entrance rate, by
2017 roughly one out of five people in Canada will be a member of a visible minority, of which
70% will be immigrants (CIC, 2006, Statistics Canada, 2005).

With such a high number of people ﬂoWing into the country, it becomes essential to
recognize the ways in which immigrants understand their culture and identity. Immigrants
inevitably inhabit a place in-between cultures and Femporalities: far away from their places of
origin and identification, they are confronted with a new culture, and a new way to ‘be’ in the
world. The constant influx of immigrant affords the opportunity to explore the formation of new
and heterogeneous immigrant communities and identities.

The cinema provides a medium for dialogue and negotiation of such issues. Film and |
video ﬁroduction constitute an alternative medium of representation, helping groups of people
who are excluded from mainstream media to reclaim their voices and images. Today, digitai
video technologies have enabled a wider access to produce and distribute audiovisual products.
Evidence of this is the rising of on-line video uploading services such as YouTube, and Google
video, as well as an increase of independent video production, especially for non-traditional

distribution platforms as the Internet and mobile devices.



Although there is still a long way to go, with regards to the development of cinema
produced by immigrants and minorities, in the last few years there has been an increase of such
types of productions, which have been recognized nationally and internationally. Leach (2002),
in an essay on Quebecer and Canadian cinema, wrote that a national cinema is usually defined
-“by canons of film that supposedly accord with national myths and by the exclusion of films that
do not” (p. 4). However, there are certain issues at stake when defining Canadian cinema,

To talk of Canadian cinema, in the first instance, seems oxymoronic. After all, with the

majority of Canadian screens showing nothing but American feature films, and the

majority of our audiences seeing and enjoying these same films, where can one begin to
conceptualize a properly "Canadian cinema"? Can "Canadian cinema" simply mean the
films made, in the titular sense, in Canada, which some Canadians perhaps have seen?

(MacKenzie, 1999, par. 5)

Multiculturalism and immigration are seminal components in the process of
understanding what a national identity is. In this sense, immigrant cinema not only plays an
important role as a means of repreéentation and integration of immigrant communities, but it also
contributes to the debate in regards to Canadian identity and culture.

Filmmakers from South-Asian, Chinese and Middle-eastern origins have taken the lead in
the development of immigrant cinemas in Canada (Moorti, 2006; Gittings, 2002; MacKenzie,
1999). Several studies have been dedicated to their contributions to the Canadian cinematic

' panorama, as well as their developments as a diasporic cinema (Moorti, 2006; Marks, 2000).
Nevertheless there afe filmmakers from other origins that are slowly joining this group. This is
the case of filmmakers of Latin American origin.

Latin Americans are a growing immigrant community in Canada (Statistics Canada,
2007). Féllowing the latest Canadian citizenship and immigration report, the amount of

immigrants coming from South and Central America has significantly augmented; there has been

a steady increase of about 40% in the last ten years. Also, in 2006, people from this area



accounted for almost 10% of the newcomers (CIC, 2006). As for the province of Quebec, these
numbers are consistent. This group is one of the fastest growing visible minorities in the
province. The 2006 census found 89,500 Latin Americans living in Quebec; an increase of
50.4% since 2001. Latin Americans represented 13.7% of the visible minority population in
Quebec, the third largest in the province (Statistics Canada, 2006). Also, Quebec is the
depositary of the secohd largest conglomeration of Latin Americans in Canada, with moré than
65% living in the Montreal region (Statistics Canada, 2007). |
The term ‘Latin American’ describes a group which comprises people coming from
twenty different countries, with distinctive, yet similar idiosyncrasies, histories and géographies;
not to. mention different races, languages, and class divisions. The;ir experiences coming to
Canada and to Quebec vary as the numerous political upheavals and diverse economic conditions
of their countries of origin do; many had immigrated as refugees, temp(;rary workers, ecoﬁomic
immigrants, etc. As a result of the diversit}; of their backgrounds and experiences as immig}‘ants,
different practices, ideologies, and positions converge and differ in the films they produce. This
particular experience makes these films and filmmakers, an interesting object of study, given the
little attention that Canadian scholars have given to this community and their cinematographic
expressions.
| _Latin Americans are relatively recent arrivals in Canada, and they arev extremely diverse.
To convey a Latin American identity is not only a matter of classifying under the same umbrella
all the people coming from that region; it is about recognizing the diversity within this group,
and being able to explore and criticize. both shared values and contradicting discourses. In this
’ study, I will be discussing this notion in the framework of cultural and diasporic stﬁdies.

Through these lenses, identities are more than just the way we describe ourselves; they are the
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points of attachment, of identification, that are “sutured” together to convey an identity under
specific conditions (Hall 1996b, 2000). This approach enables the understanding of why
‘articulating an identity’ becomes a political act, and how representing it through cinema entails

a cultural statement.

1.2.  Research Question and Objectives

The purpose of this project is to analyze the ways in which Latin American filmmakers in
Quebéc articulate an identity in the diaspora, via cinématographic representations. Taking into
account their cultural heritage, their experiences as ir‘nmigrants, and their feelings towards their
homelands and Canada, I believe there is a unique conjuncture of identity practiceé that are
always. in the process of being articulated and represented. I would like to suggest that there are
multiple diasporic reconfigurations of Latin Americans in Quebec that could lead us t(;
comprehend the process through which nationalistic identifications become transformed into a
new “Latin Americanness” identity in exile, or to use Anderson’s (2006) term, a new Latin
American “imagined community” in Canada. |

This reflection has been the result of my own experience as a Latin American filmmaker,
as well as my observations regarding the ‘movement’ of many fellow Latin Americans in the
diaspora, towards a bfoader identity that disrupts nationalistic allegiances. At the same time, this
collective action enables Latin Americans to position themselves as a group, within the larger
Quebec and Canadian society. Artistic expressions have played an integral role towards such an
integrationist movement, and this is why I decided to concentrate on one of those facets: the
cinema. The main question of this project is: To what extent do film directors of Latin

American origin in Quebec articulate diasporic practices of identity in their films?
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This question entails the idea that the Latin American community in Quebec is indeed a
diasporic community constituted by mulfiple ‘belongings’. Also, that there is a constant
negotiation with ideas of home, displacement and integration. In this way this project will
consider:

1. To what e.xtent does the representation of multiple practices of identity rearticulate

a Latin American diasporic identity in Quebec?
2. What are the cinematographic strategies used to represent this identity?

1.3. Research novelty

Given the systematic lack of information regarding the Latin American community in Canada
and in Quebec, this study constitutes a starting point to examine how this particulér group has
sought to represent their identity. Within the communication and film studies field, it also helps
to unveil yet another contribution by immigrants to national cinemas, and in this way to put into
question the essentializing and restrictive parameters of what tends to be considered as Canadian
and Quebec cinemas.

Under a critical perspective, and based on the study of contexts and articulations, this
study will contribute to the analysis of new immigrant communities narratives and their
cinematographic representation. Such an analysis will take into account different elements; 1
attempt to go beyond textual analysis, by asserting the strategic positionihg of such narratives

within Quebec’s social and cultural context.
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2. THEORETICAL FRAMEWORK

The following chapter will explore some theoretical approaches to the study of identity, of
diaspora and of its impact in the constrﬁction of a theoretical framework about Latin American
identity and diasporic cinema. First I will discuss the concepts of identity and the theory of
articulation, which are key terms to understanding the theoretical and .methodological approach
on issues of identity. Néxt, I will examine the concept of diaspora, and the constitution of a
diasporic cinema. To better elucidate this topic, I will take into account the formation of a Latin
American identity, the contributions of the New Latin American Cinema, and the influence of

_ Latin Americans in exile.

2.1. Understanding identity

| 2.1.1. A conceptual survey about identity

In order to understand the process of identity fofmation, I will map some theoretical
approaches to the identity questvion. Servaes (1997), Hall (2000), Tomli_nson (2003) and Garcia-
Canclini (1995), among other cultural theoreticians identify two ways of conceiving identity:
One relates to an essentialized, natural and fixed identity that defines and delimits the individual
and the groups that he/she belongs to. Theise.corid view acknowledges identity as a process in
which identity is constructed and reconstructed in the course of social interchange and individual
development. It understands identity as a strategy, an articulation of multiple elements that are
organized together at a specific time, in specific circumstances. As Tomlinson (2003) rightfully
asserts, the formér view of identity “was something people simpiy ‘had’ as an undisturbed
 existential posséssion, an inheritance, a benefit of traditional long dwelling, of continuity with

the past.” (p. 269). Stuart Hall (2000) illustrates this fixed conception of identity, or more
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concretely, cultural identity, as ‘shared culture’, a sort of collective ‘one true self’, hiding inside
the many other, more superficial or artificially imposed‘ ‘selves’, which people with a shared
history and ancestry hold in common. “This oneness, underlying all the other,'more superficial
differencevs, is the truth, the essence” of the individual (Hall, 2000, p. 234). The problerh with
such kind of view of identity is that it denies the possibility of change, as Spivak (1994) argues,
it can be detrimental to the exploration of contemporary social realities, as it serves as an
instrument to legitimize hegemonic discourses, thus keeping those that ‘do not belong’, e.g. the
Other who is alienated and silent'. |

Fixed notions of identity might not correspond to the reality faced by people in our
increasingly globalized world. The traffic of people, information, and goods has radicaily
acbcelerated, and those boundaries that kept identities ‘safe’ are becoming less s;)lid. Essentialist
conceptions of identity have been put into question due to the accelerated intercultural exchange
promoted by globalization. In fact, as Giddens (1991) explains, globalization has propelled a
continuing process of ‘time—épace distanciation’ a sort of “intersection of presence and absence”
(p. 10-34). In Modernity and Self-identity (1991), Giddens argues that identity is a dynamic
- construction between the “self” and the “social strubcture”. This process, which he calls
“reflexivity” (1991, p. 53), is constructed through the narratives that the individual makes of the
self. For Giddéns (1991), self-identity is the self as reflexively understood by the person in terms
of her or his biography. Narratives 6f the self are a kind of ‘reflexivity’ exercises that are used to

monitor our actions. This reflexive action refers to the constant revision of social activity in the

' The Other is a term widely used in philosophy, anthropology, cultural and gender studies to signify a socially
constructed category that emphasizes the difference and opposition of those subjects that do not accord to canons of
the Self. The term mostly carries a negative connotation, which denotes the underprivileged position of the Other
within societies. For gender and postcolonial studies, the term serves a description of the disadvantaged positioning
of subjects that are not white western men,
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light of new knowledge; therefore reflexive identities involve reflections on experience and the
active construction of identities in the light of those reflections (Giddens, 1991, p. 38).

In his book, La globalizacion imaginada, Garcia Canclini (1999) suggests that we are
witnessing a proliferation of spaces for cultural and sociopolitical intermediation. In a world -
where constant movement is the key feature, it is impossible to accept a concept of ide‘ntity that
remains untouched by competing discourses. Such discourses consist in ideological constructions
regarding globalization, capitalism and nationalism that contrast with discourses regarding race,
cl.ass, gender and displacement. The individual incorporates, juxtaposes, rejects and accepts these
points of identification. Gilroy (1997) echoes this view, which is shared by other cultural studies’
theoreticians (Hall, 1996a; Clifford, 1997; Grossberg, 1996), in the sense that identity is then
understood as a strategic and positional concept: |

Identity provides a way of understanding the interplay between our subjective experience

of the world and the cultural and historical settings in which this fragile subjectivity is

formed (Gilroy, 1997, p. 301).

In this way, the ‘elusive’ concept of identity reflects the numerous elements that integrate
it. Geourgiou (2006) asserts that as a concept it implies belonging, a sense that can be real as
well as imagined, but that “in either case, is central to understanding people’s political and
emotional attachments to other individuals and groups” (p. 19-40). This variety of belongings is
‘not exclusive, in the sense that'one “identity” does not necessarily exclude the coexistence of
other “identities”, and such identities might be similar or even contradictory. As Hall (1996a)
asserts,

Identities are never unified and, in late modern times, are increasingly fragmented vand

fractured; never singular but multiply constructed across different, often intersecting and

antagonistic, discourses, practices, and positions. They are subject to a radical
historisation, and are constantly in process of change and transformation (p. 4)
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Hall affirms that due to the changes brought about by modernity, and la_itely, globalization, it is
fundamental to be able to understand identity as a cowjuncture of many factors. With the
multiplicity of networks, movements, and connections, the totalizing character of identities is
necessarily put into question. Hall (1996a) proposes a view of identity focused on “significant
difference” which constitutes not what we are but what we become. Such process implies, for
Hall (2000), “a continuous ‘play’ of history, culture and power” (p. 7‘16).

v ~ In this sense, identity is in large part shaped by the stories we tell about ourselves as well
as the stories others tell about us. Such stories are being produéed and reproduced through social
interaction. Narratives of the self and collective memory are maintained and reinforced through
communications, which enables discursive connections and identifications.

Identity is informed by the “imagined communities” (Anderson, 2006) that delineate
individual and social belongingness. Through this concept, Anderson explains the birth of
nationalism, as the product of a process of political, social and cultural construction. As a result
of this conjuncture, an imaginary connection is produced among members of such communities
(nations) now delimited within the boundaries of a nation-state. Anderson argues that a key
element for the production of this imaginary link is the action of mass media. The most
important role of the media in this process is to establish relationships among people and groups
located at a distance. Thus these communities are imagined because “members . . . will never
know most of their fellow members . . . yét in the minds lof each lives the image of their
communion” (Anderson, 2006, p. 6). Anderson’s work becomes crucial to the understanding of
identity as a construction, and the importance of communication technologies and media within
that process. In this sense, immigrants’ use of cinema and other audiovisual media, will

necessarily affect the way these new communities imagine themselves, as they are able to
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challenge the myths of nationalism, and create transnational connections that better represent
their identities.

The fixed boundaries of the imagiﬁed communities that informed our identities have been
expanded, shrunken, over imposed, and blurred. This change has been evident in the ways social
and hurﬁaﬁ sciences are approaching the study of identity. In this sense Geertz (1983) argues
that in the case of anthropology, the old positivistic, totalizing approaches have given way to a
more pluralistic, interpretive, open-ended perspective. Indeed, social sciences are turning to
human sciences for theories and methods that better fit the study of identities, which are ho
longer understood within a static framework.

Moreover, the fields of cultural studies, post-colonialism, transnational and globalization
studies share the view that identities are relational, contextual, and heterogeneous. For example,
Brah (1996), a feminist transnational studies author, reminds us about the constructed nature of
identity, i.e. it integrates in itself a number of multiple elements. Such combination, acceptance
and rejection of multiple elements, is “simultaneously subjective and social, and is constituted in
a through culture” (Brah, 1996, p. 20). Indeed, Brah puts an accent on the fact that contemporary
approaches to identity, demand attention to how, "

differences, multiplicities, and commonalities are played out; how these are constituted,

contested, reproduced or re-signified in many and varied discourses, institutions, and

practices (...) since identity is process, what we have is a field of discourses, matrices of

meanings, narratives of self and others, and configuration of memories (p. 246-247).

Ultimately, identity formation has to do with the way discourses about belonging
circulate in society and with the way individuals appropriate, reject or transform them in order to
make sense of the world and of him/herself as a subject. It is through the analysis of identity

formation that one may grasp the way dominant ideologies circulate. At the same time, the
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process of becoming points to the ways alternative, peripheral, and subaltern discourses are
articulated (Spivak, 1994).

For the purposes of this study, I will construe the notion of identities as heterogeneous
articulations composed of similar, as well of contradictory‘elements that create unique forms of
identification at a given moment. The purpose-of this study lies in the process by which Latin
Americans in the diaspora construct their identities, how in displacement these individuals put
together different elements to articulate a given position within the society they live in. Such
process is reflected in the narratives they construct through different media, in this case, cinema.
Baker and Galasinski (2001) recognize that the value of describing ourselves as “multiple’ lies in
“recognizing the variety of vocabularies, range of purposes and numerous sites of activity and
social relationships that are involved in being a person in a cbntemporary society” (p. 42). As
Maalouf (1998) insightfully describes, and with his words 1 would like to end this global
~ definition of identity, the recognition of the multiplicity of identitiés only leads to a better
understanding of others:

Dés lors qu’on congoit son identité comme étant faite d’appartenances multiples,

certaines liées & une histoire ethnique et d’autres pas, certaines liées a une tradition

religieuse et d’autres pas, dés lors que I’on voit en soi-méme, en ses propres origines, en
sa trajectoire, divers confluents, diverses contributions, divers métissages, diverses
influences subtiles et contradictoires, un rapport différent se crée avec les autres, comme

avec sa propre « tribu ». (p. 44)

2.1.2. The Theory of Articulation

So far I have mentioned that identity formation is possible through the arrangement of

various elements, positioﬂs, subjectivities in a given context. It is now important to furtheri

explore the concept of ‘articulation’ in order to be able to understand the linkages that enable the

construction of identities. Daryl Slack (1996) argues, that the theory of articulation was heir of
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the developments of neo-Marxist theory and Cultural Studies. She argues that it is above all a
theory of contexts, in which structurés of power are identified, in order to identify the ways
discourses are formed and reproduced. Daryl Slack cites Hall to expand on this argument, thus
arﬁculation is “the form of the connection that can make unity of two different elements, under
certain conditions. It is a linkage that is not necessary, determined, absolute and essential for all
time” (Daryl Slack, 1996, p. 121).

A theory of articulation attempts to point out the ways that discourses, and thus identities,
are put together, in a specific context, at a given time. By doing so, it enables the analysis of
various elements that come together to articulate a certain discourse, at a given moment. -Most
importantly, articulation allows for re-articulation. By accepting the constructed and contextual
nature of discourse formation (in this case discourses about identity), it recognizes the possibility
of re-articulating such discourses in different ways. In other words, articulation is the means by
which otherwise unrelated elements in a culture are arranged into a meaningful whole. Hall

mobilizes the concept of articulation both as a theory and methodology. In an interview with
Lawrence Grossberg, he explains that it is “é way of understanding how ideological elements
come, under certain conditions, to cohere together within a discourse, and a way of asking how
they do or do not become articulated, at specific conjunctures, to certain political subjects” (Hall,
1996b, p. 141).

Laclau and Mouffe’s Politics and Ideology in Marxist Theory (1977) inform Hall’s
theory of articulation. In their work, the authors analyze the ways in which certain notions
become dominant in a culture, given the relative openness of the social in heavily industrialize(;
nations. This openness results in a “non-necessary belongingness” for the various elements of a

given social formation, or indeterminacy to the way that history, culture, economics or the .
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material world, and social actors come together to form dominant discourses. However Hall
(1996b) contributes to this theory, by explaining that an articulation is a process in which
relations and positions are articulated and re-articulated in order to challenge dominant ideology.
In regards to Hall’s arguments, Trimbur (2006) traces the way articulation was developed since -
Marx. He explains that in The German Ideology, Both Marx and Engels pointed out that the
constructién of society is due to forces of power and history that are already determined.
However, post-Marxist séholars, have criticized the deterministic nature of Marxist theory. |

Trimbur identifies the work of ‘ Raymond Williams,_ és a pioneer critique of Marxism, by
trying to develop a model that is not based in the inescapable laws of history, as described by
Marx, but “upon the limits and pressures of specific historical, social, and cultural conjunctures”
(Trimbur, 2006, para. 4). Williams criticizes traditional Marxist views of a “fixed andl necessary
correspondence between cultural practices and social structures” (in Trimbur, 2006, para. 5).
Following Williams’ arguments, the field of cultﬁral studies tried to develop a model that
" integrates the former view, along with recent poststructuralist notions about the indeterminancy
or non-necessary corréspondence of discourses, practices, and structures.

The concept of articulation is relevant for this study, as I will analyze the way dominant
discourses about identity have been revised within the experience of diaspora. Moreover, I will
look at material constructions of such articulations, that is, the films produced in this context,
which are discursive and cinematographic articulations, which at the same time, produce novel
forms of understanding identity.

The ‘cultural politics’ underlying articulation in Cultural Studies is concerned with the
possibility of writing, uttering, putting together new stories with ‘new languages’ that embody

values with which we concur and that we wish to be taken as true (Baker, et al., 2001). Also,
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such politics deal with the possibility to challenge ‘regimes of truth’ and naturalized discourses.
I does so, by allowing the possibility to combine many elements together, for as dissimilar as
they might be, and produce challenging discourses. As Grossberg (2007) asserts, articulation
theory allows for the examination of contexts, and the observation of the way in which
discourses, meanings and messages are ‘sutured’ together, in a sort of ‘radical contextualism’.

The theory of articulation helps us undérstand the ways discourses are being produced,
reproduced, and represented. Analyzing cultural products through this optic entails the
understanding of the socio-economic context in which they are reproduced, as well as the
different discourses that together create such representations. In the case of films made by
immigrants, it is important to take into account how film encodes the tensions of immigration,
adaptation and resistance.

In sum, articulation relétes to the conne‘ction of various elements (similar or different)
that come together at a given time in order to produce meaning. The ways discourses are
articulated allow us to understand power relationships within society. Taking into account the
idea of identity as an articulation of multiple elements and practices, I will now proceed to

analyze how the construction of a Latin American identity is here understood as an articulation.

2.1.3. Latin American Identity as an Articulation

The idea of a Latin American has been a theme of critical reflection since before
independence from Spain. In fact, since the conquest of the America’s in the XV century,
identities have been constructed and contested due to the massive changes in demographics
brought about by the Spanish invasion, the indigenous extermination, and the massive African

“migration” (Bakewell, 1997). After the wars of independence, nation-states were established,
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and a new era of national community-building started. However, a united Latin America was a
project largely debated when independence from Spain became feasible at the beginning of the
XIX century. Sfmon Bolivar, one of the key characters in the independence of the northern
nations of South America, advocated for a united Latin America based on a common history,
culture and idiosyncrasy (Bakewell, 1997).

It is not the purpose of this stildy to delve with the history of Latin America, however, I
will point out certain elements of such an identity, which already gives us hints about the
articulation of many similarities and differences within the framework of a Latin American
identity.

If we examine closely the links between the peoples from Mexico to Argentina, we will
find a myriad of characteristics that ére anything but homogenous. Just as national identities, the
imagined éommunity of Latin America had been constructed though the intersection of
discourses bf all kinds. From the glorification of a ‘pure’ indigenous past, to the celebration of a
mixed culture, contemporary understanding of ‘Latin American shared identities’ has been
mainly supported by medig (Martin-Barbero, 1991; Garcia-Canclini, 1995). Indeed, the
widespread reach of media, has assured the construction of discourses that proclaim a specific
way of interpreting and fomenting a series of “social, political, and even aesthetic conventions
shared by the citizens of the continent” (Castro-Gomez, 1996, p. 61). In his analysis of culture
and modernity in Latin America, Brunner (1992) argues that late XX century Latin America
seems to be like a “Labyrinth-city” that he describes as T amarameriéa, a plaée where identities
are sutured and undone continuously. In this way, as Castro-Gomez (1997) elucidates, cultural
identity in Latin America must be thought of as “a constant process of negotiation” (p. 65 my

translation). We must locate this identity “in the symbolic linkages, discursive re-localizations
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and cultural hybriditiés” (Castro-Gomez, 1996 p. 66, my translation), which will expose the
“small histories” beyond national allegiance, and take into account different dimensions of
_identity like gender, race, class, etc.

" The idea of a Latin American identity serves a negotiating space to expose the
exclusionist natﬁre of national discourses. Garcia Canclini (1999) proposes the notion of a
“Latin American space’ because it holds the co-existence of many identities: “The indigenous,
the Afro-Amefican, the European, latinidad, tropicalidad, converge and drift apart depen(iing on
the case” (1999, p. 103, my translation). In this sense, I will use the term Latin American to
indicate the numerous elements that co-exist, combine and juxtal;ose among the peoples whose

place of birth is located within this extensive territory South of the Bravo River.

2.2. Diaspora and diasporic identity

Once the coﬁcept of identity as an articulation is understood, we can move on to analyze
the concept of “diasporic identity”. Following the definition of The Oxford Dictionary of English
Etymology (1969), ‘diaspora’, comes from the Greek diaspeirein “to scatter about, disperse”,
from dia- “about, across” and speirein “to scatter” (p. 411). However, the term sperein has to do
more with the act of spreading, sowing seeds across a terrain for them to grow. This image is
fundamental with the term of diaspora, as it does not necessarily refers only to the act of
scattering as such but with a dispersal that will grow and bring about new offspring.

The term “diaspora” has mostly been associated with the Jewish communities throughout
the world, however, with the accentuation of people’s movement, in our globalized world, the
term now refers to “diverse groups of displaced persons' aﬁd communities moving across the

globe” (Braziel & Mannur, 2002, p. 2).



23

2.2.1. Understanding Diaspora

“Diaspora” at is simplest, could be defined as the dispersal of peoples from their original
homeland. Butler (2001) argues that although the term may include various elements, most
scholars agree upon three basic features of the diaspora: scattering, relationship with an imagined
or actual homeland, and the consciousness of being part of a transnational group (p. '192).

French sociologist Stephane Dufoix (2003) argues that until the mid 80s, the term is used
without a real effort to define it. It served to name certain populations living outside a “territoire
de référence” (p. 21). Dufoix largues that four populations were frequently referred to as
diasporas: The Jews, the people from African origin in Europe and the Americas, the
Palestinians, and the Chinese.

The rise of ethnic and diasporic studies was greatly influenced by post-modern theories;
Dufoix suggests that it became an offspring of the works of Michel Foucault, Jean-Frangois
Lyotard and Gilles Deleuze. Postmodernist theory had an echo within the social sciences and
within this context a new vision of diaspora was developed. The classic view of a point of
departure and the maintenance of an original identity in spite of dispersion shifted upon the
postmodern reflexion based on “l’identité paradoxale, le non-centre et I’hybridit¢” (Dufoix,
2003, p. 27). Dufoix acknowledges the subsequent contribution of the works of James Clifford,
Paul Gilroy and Stuart Hall for the development of the field.

Paul Gilroy has extensively written about the Black diaspora. The author places diaspora
as oppositional to ‘national histories’ (Gilroy, 1997, p. 318), he asserts that a ‘diaspora
consciousness’ is valuable precisely because of its mixed nature, “a hybrid and recombinant
form, that is indebted to its ‘parent’ cultures, but remains assertively and insubordinately a |

bastard” (p. 323). Indeed, ‘diaspora’ is a concept that problematizes the cultural and historical
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dynamics of belonging, because it stands “opposed to the distinctively modern structures and
modes of power orchestrated by the institutional complexity of nation-states” (Gilroy, 1997, p.
329). Perhaps Gilroy’s most celebrated term is the concept of the ‘changing same’. Taken from
African-American writer LeRoi Jones (ih Gilroy, 2003, p. 50), it refers to the idea that there is a
ceaseless process of becoming inherent to the diasporic subject; in it, the subject becomes an
‘open signifier’, that is an open representation, that seeks to celebrate the multi-positionality and
living memory of such a subject (p. 51). Thus, the diasporic consciousness allows the bypassing
of binary oppositions (continuity/rupture, centre/periphery) to a more complex co-existence.

The notion of coexistence and ‘multiplicity, préviously described when talking about
identity, finds its practical application within diasporic subjects and communities. .From the
moment the individual or the group leaves, when crossing a border, and inhabiting. a different
space,‘ there is not only a new position that is acquired: it is the being in various positions that
becomes a living possibility. - At the same time, as Shome (2006) explains in her study of call
centers in India, globél interconnection also opens the possibility of a diasporic existence in a

‘simultaneity of times, not only spaces.

Indeed, the movement from one place to another opens various dimensions at the same
time: Space is put into question for the diasporic subject occupies a physical space, but within it
there is as well, the idea of other spaces left behind or yet to come. Braziel and Mannur (2003)
identify this process as a ‘dislocation-relocation’ (p. 2). Accordingly, Garcia Canclini (1999)
explains that the mig;ant or the diasporic B global’ subject is one that at the same time “is offered
and condemned to talk from more than one place” (p. 123). In this sense, Braziel and Mannur
(2003) highlight that when approaching diasporas, it is not only a matter “of considering how are

diasporic identities formed, how are they practiced, lived and experienced” (2003, p. 9).
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The relationship with the homeland may take diverse forms simultaneously, from
physical return to emotional attachment, té the reinterpretation of homeland cultures (Butler,
2001, p. 205). In this sense, diasporic narratives will always be tainted with expressions of
displacement, loss, and nostalgia. Durham (1999) suggests that a characteristic of diasporic
narratives is their ‘fecundity in producing compensatory fantasies and longings’ (p.. 21). He also
points to the fact that diasporic narratives express'the discontinuity of the individual and the
community, “the incompleteness of the self and the estrangement from home are their common
themes” (p. 22). |

The alicngtion of the self leads to a re-evaluation or active negotiation of ‘pure’ notions
of home and history. In an article‘ about cultural identity and cinematic representation, Hall
(2000) argues that

The past continues to speak to us. But this is no longer a simple, factual ‘past’, since our

relation to it is, like the child relation to the mother, always-already ‘after the break’. It is

always constructed through memory, fantasy, narrative and myth. (p. 714)

The narratives of diaspor‘a are constructions that allow the subject not only to position
itself, but to translate its past to its new context. Such multiplicity entails a “cornfluence of
narratives” (Brah, 1996, p. 57), as histories and journeys as lived and re-lived, produced, and
reproduced, and “transformed through individuals as well as collective memory and re-memory”
(p. 183). This active constitution of diasporic identity is then produced in the everyday life, and
reproduced through “the stories we tell ourselves individually and collectively” (Brah, 1996, p.
183). As Andacht (2007, In press) suggests, “it may be wiser to think of these displacements, as
an endeavour of tranélation, of literarily taking one’s meaning frorﬁ one position to another” (p.

1). However such endeavour becomes more like a play of meanings and histories through the

generation of narratives. In other words, contemporary contexts of displacement and movement
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have produced a polyphonic hybrid subject (Andacht, 2007, in press) in a constant play with the
past and the present, which is translated in the construction of new narratives.

Still, when it comes to diaspora, there is something problematic. For on the one hand, it
’ acknowledges difference, and on the other, it may uniform the subjects, and even the community,
not acknowledging other elements such as class or gender. Scholars like Ang (2003) have
pointed out the potential paradoxes that the term “diaspora” may raise, she explains that

the transnationalism of diaspora is actually proto-nationalist in its outlook, because no

matter how global its reach, the content of a diaspora, who can and cannot belong to it -

is ultimately limited by a pre-given boundedness (defined in terms of race, ethnicity or

religion) which is deemed or intrinsic to it (Ang, 2003, p. 9)

This is why I acknowledge a view of identity and -diasporic identity as a process, a
continuous dialogue to assert, acquire, and reject multiple characteristics of one’s identity based
not onlybin our sense of belonging, but also in the way we regard other forms of cultural identity.
For example, Clifford (cited in Grossberg, 1996, p. 98) explains that} the term “diaspora” is “a
signifier not simply of transnationality and movement, but of pqlitical struggles to. define the
local as a distinctive community, in historical contexts of displacemént” (p. 92).

Placing diasporic identity as an unfinished process does not mean that one is.
acknowledging an underprivileged location. On the contrary, diasporic identities are strategié
positionings that allow fﬁe subject or the community to resist, criticize and even challenge the
same disadvantaged locationé where dominant discoﬁrses position them in. The constitution of
diasporic fdentities allows the construction of the subject anew (hooks, 1990, p. 147), through
which it reformulates its own discourses and practices. Lowe (2003) elucidates this point. For
her, diasporic identities “include practices that are partiy inherited, partly modified, as well as

partly invented”, they also include “the practices that emerge in relation to the dominant

representations that deny or subordinate [diasporic identitites] as Other” (p. 136)
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2.2.2. The Diasporic Space

Following displacement (voluntary or not), the subject is readily confronted to the
question of his/her own identity. The individual is called to position him/herself in a process to
reaffirm, reject or translate ideﬁtity. The issue at stake then is that the individual will be
“floating” between multiple belongings, and how, at a given time, in a specific context, the
individual will articulate, that is, associate certain compohents of different identities.

It is now relevaﬁt to speak of a diasporic identity as one that is constructed through
journeying within at least two worlds. The diasporic position entails a dimension between home
and homeland. As Ang (1998) rightly asserts, “a diasporic consciousness [is] an existential
condition that becomes understood and reconciled through the myth of a homeland from which
one is removed but to which one imagines one actually belongs” (par. 5). This constant travelling
and translating makes the diasporic subject one that vividly lives the process of identity
construction. Naficy (2001) describes this ‘condition’ as “liminal subjectivity and interstitial
location” (p. 35), i.e., a subject that is located in-between spaces, capable of positioning
him/herself in multiple locations. This in-between space corresponds to Bhabha’s ‘third space’.
Bhabha (in Rutherford, 19§0, p- 210-212) reminds us of the importance of the ‘third space’ as a
space of negotiation of one’s identity, where the decolonized subject is able to re-position
himself and translate its history. The third space is a location where difference is acknowledged,
and it is vbrought about by the rejection of a universality of culture. The importancé of this
argument is that it encoﬁrages a movement to revisit the past and articulate a new present,
through a process of recognizing difference. Re-location means new forms of viewing and

understanding the world.
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There is yet another element that is important to take into account about diaspora, and
that is its collective, associative character. Naficy (2001) notes that contrary to exile, which he
defines as “forced displacement with a prohibition to return” (p. 11), diaspora entails a necessary
sense of collectivity, a collective memory. Moreover, he adds that,

Unlike the exiles whose identity entails a vertical and primary relationship with their

homeland, diasporic consciousness is horizontal and multisided, involving not only the

homeland but also the compatriot communities elsewhere. As a result, plurality,
multiplicity, and hybridity are structured in dominance among the diasporans, while
among the political exiles, binarism and duality rule (Naficy, 2001, p. 14, my italics)

Up until now I have discussed the concept of diaspora and its most salient characteristics.
This discussion will allow us to understand how the Latin American identity has been
constructed in displacement. The liminal position of diasporic subjects places them in a space
“in-between”. This liminality is produced from their negotiation t;etween the idea of home
(home country) and hostland (Canada/Québec). In this process a new identity is then articulated,
in this case, a Latin American identity that serves various purposes: position the individual
within a greater community (all Latin Americans) and locate this community within the host
society (Latin Americans in Canada). A diasporic Latin American identity is a positioning
étrategy to cope with the vague position of being immigrants, as well as position from which to
narrate their own histories, not as Chileans, Peruvians, or Colombians, but as a Latin American
community living and integfating the Canadian mosaic. Most importantly, this discussion
elucidates how a diasporic identity is not about re-defining one’s identity, but about integrating

new forms of identification that enables the construction of narratives which reflect both the pain

of displacement and the pleésures of hybridity.
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2.3. Diasporic cinema

Considering the violent dispersal of people, cultures and
lives, we are inevitably confronted with mixed histories,
cultural mingling, composite language and creole arts that
are also central to our histories (Chambers, 1994, p. 17)
In this section I will discuss some theoretical approaches about diasporic cinema and its location
within the category of national cinemas. 1 will map particulaf characteristics of this cinema that
will subsequently serve as the basis of the qualitative analysis of the films and interviews
considered in this study.
2.3.1. Mapping diasporic cinema
The cinema creates. a space of dialogue. It provides a medium to agree, deny, differ,
translate and thus articulate those different elements that seem to be constitufive of identities.
Cinema provides a channel of expression and representation, and it offers a negotiating ground to
question and constantly reshape cultural identity. Numerous studies from the area of
transnational and diasporic cinema have brought to light aspects about it: an independent cinema
made by immigrants and minori;[ies which portrays their own views of the world, as well és a
particular aesthetics. Marks (2000) describes this type of cinema as being
Characterized by experimental styles that attempt to represent living between two or
~more cultural regimes of knowledge, or living as a minority in the still majority white,
Euro-American West.” (p. 1) :
In her study of Hindu-Canadian documentaries, Moorti (2003) observes that “visual
media products enable people from the diaspora to articulate community as affect, as a

phenomenology of experience” (p. 358-359), in doing so, the diasporic community produces “a

visual grammar that sees to capture the dislocation, disruption and ambivalence that
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characterizes their lives” (p. 359). Similarly, Lowe (2003) describes these representations as
“filmic migrations” that oscillate between discourses.

Cinema offers a vghicle through which the experience of immigration, integration, and
accommodation can be repre_sented. The ambiguity of the diasporic subject can be. channelled
through a distinctive narrative, one that “works from the perspective of exile and/or migration,
from the pain as well as the freedom of displacement” (Marchetti, 1998). The creation of a
different way to represent “the immigrant’s own” histories has become the landmark of this type
of cinema. It is precisely through a scrutiny of their representational practices that we will be
able to explore, what Moorti (2003) calls the ‘diaspori;: optic’, that enables the analysis of “thé
grammaf and rhetoric of the interstice” (p. 356), that is, “the wayé in which subjects locate
themselves and negotiate between multiple cultural affiliations, and articulate processes of
dislocation, affiliation and displacement” (Moorti, 2063, p- 357).

There are a number of terms to define the cinema produced by diasporas. Some have
. proposed the term “Transnational Cinema” (Shohat and Stgm, 2003; Rueschmann, 2003;
Goktiik, 2001; Marchetti, 1998), others have qualified it as “diasporic” (Hall, 1997), “accented”
(Naficy, 2001), “Intercultural” (Marks, 2000), “migrant”, “international”, “Other’s Cinema”‘, etc.
Indeed, analysis and theory in this field i.s fairly new. The numerous terms found demonstrate
the diversity of approaches, as well as the ambiguous location of this type of films, not yet
considered as national cinema, constantly crossing borders and defying categorization.

However, the undefined position of diasporic cinema, locates it in the periphery of
mainstream cinema. Naficy (2001) recognizes that many ‘independent transnational filmmakers’
have made films about their homelands, cultures and politics, but that these are often

marginalized as “merely ‘ethnic’, ‘national’, ‘Third World’ filmmakers unable to reach
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mainstream audiences” (p. 2). There has been a consistent lack of recognition of the ways in
which such filmmakers have enriched the cinemas ’of both their homes and adopted lands. In this
sense, Marks (2000) argues that what she calls i“Intercultural cinema” is “fﬁndamentally
concerned with the production of new languages” (p. 14). The condition of being in-between
cultures initiates a search for new forms of visual expfession and leads to the hypothesis that
many of these works “call upon memories of the senses in order to represent the experiences of
people living in diaspora” (p. 20). For Marks (2000),: unlike “Western ocular centrism” (the
prioritization of the eye as a sense for acquiring knowledge, truth, expc;,rience), intercultural
cinema embraces the proximal senses (smell, taste, touch) as a means for embodying knowledge
and cultivating memory. Which is why Marks (2000) sees diasporic films as an attempt to
counter Euro-American Western hegemony that proscribes a certain mode of thinking as the
‘right’ one (e.g. rational, visual), setting the terms for “what counts as knowledge” (p. 24).
Naficy (1994) advocates for the recognition of this type of films ‘as a genre in itself, a
genre that “cuts across previously defined geographic, national, cultural, cinematic, and meta-
cinematic boundaries” (p. 1). Indeed, the notion of genre crossing is inherent to the definition of
genre itself. As Altman (1999) explains, “all genre formation begins with a brocess of cycle-
making creolization, combihing gypsy adjectives, with established land-owning generic
substantives” (p. 199). Indeed, what diaspori.c films presents us with is a genre formation
dynamic, that reflects the very processes by which diasporic identities are constfucted. This is
not to say that they do not use representation strategies already “in-place”. For example, the use
of the documentary genre has been a consistent tool for both Canadians and immigrants to

Canada to represent their identity, however the genre in itself has continued to evolve as it



32

reflects the cultural, economic, technological and social conditions in which it is produced and

distributed.

2.3.2. Characteristics of a diasporic cinema

| In Accented Cinemas, Naficy (2001) identifies three types of ‘accented filmmakers’, i.e.,
éxilic, diasporic, and ethnic. He considers that this classification is useful in rriapping the
constitutive elements of such kind of cinema, but often films do not “fall naturally within these
classifications, while the majority share the characteristics of all three in different measures”
(Naficy, 2000, p. 11). As for the characteristics of the accented cinema, he identifies various
distinctive markers: (1) Multilinguality, direct-address and the accented pronunciation of the
host-land language; (2) Visual fetishes of homeland and the past; (3) Nonlinear structure, driven
by the juxtaposition of multiple spaces, times, voices, etc. (4) Border-crossing; (5) “the journey”
as a central theme; (6) authorship and autobiograpﬁical inscription. The previously mentioned
characteristic will be pivotal for the analysis of Latin American films in Quebec, as they
_constitute the point of departure for the film and text analysis to be conducted in this study.

Cinema offers- a way to come to terms with the inherit ambivalence. produced by
immigration and integration into the new society. Having the possibility of expressing and of
producing their own audiovisual products help to produce a new language, it is an audiovisual
langﬁage through which the filmmakers are able to represent personal narratives.

This consideration allows me to add another characteristic of diasporic cinema that
complement the ones already descvribed by Naficy. This is the intimate, domestic, personal
theme as an element of this type of cinema. This is why the study of identity representations

becomes so relevant in the analysis of diasporic cinema. It is through the representation of
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identity that this cinema comes to terms with its own position within the wider natibnal and
transnational cinemas. Even if identity is not the only theme developed in this type of cinema, it
occupies a significant place.

Indeed, one may observe that films serve as a performance of identity. In this sense,
diasporic ﬁlmmaking enables the “staging” of an alternative identity, that is, the action of
(audiovisually) articulating multiple belongings. To understand the implications of this Ervin
Goffman's ideas on social intéraction and “self representation” (Goffman, 1959) is a good
starting point. Goffman argues that social interactions are performances not of what we are but
what we want others to believe we are,

When an individual plays a part he implicitly requests his observers to take seriously the

impression that is fostered before them. They are asked to believe that the character they

see actually possesses the attributes he appears to posses, that the task he performs will

have the consequences that are implicitly claimed for it (p.10)

In the same way, Judith Butler (1990) explains that identity categories such as gender are
in fact performances of certain characteristics that a given gender is “natural-ly” supposed to
possess. Just as Butler’s exbianation of gender formation, diasporic performance contests
essential and unitary identity performances. Butler follows Goffman arguing that identities,
gendered and otherwise, do not express some authentic inner “core” self but are the dramatic
effect (rather than the cause) of our performances. Thus cinema provides a medium to expose
hegemonic discourses that deny the possibility of fluid identities, which shift and change in
different contexts and at different times.

Moreover, “by their choice of mise-en-sceéne, filming style, themes, characters, and
editing, filmmakers inscribe themselves as author and enunciating subject of their films” .

(Caughie, 1981, p. 203-4). Films become the stagés where identity is performed. Through the
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editing of otherwise unrelated images, memories and Belongings, the filmmakers are able to
represent their diasporic condition. This does not mean that filmmakers héve to appear on
camera or that the subject has to be explicit about them, but that they uée their films as “an
occasion for dramatizing themselves” (Caughie, 1982, p. 205), to put forward their own stories,
their own narratives. Such an action, Ne;ﬁcy (2001) suggesté, are both “risky and highly
empowering for the filmmaker — even thdugh their films are often small, artisanal and imperfect”
(p. 282).

There is yet another consideration that Naficy explores and that is often overlooked when
analyzing films produced by diasporic filmmakers. .Most;of the studies done in the area look at
the film itself, its aesthetics, narratives, texts and subtex>ts, and try to locate them within the
framework of multi-positionality and hybridifty. However, there is an important aspect that is not
taken into’considerat‘ion when analyzing such films, and that is, the ways they are produced.
Although this study will be mainly looking at the former markers, it is important to take into
account the conditions in which these ﬁlmmakers produce; simply because such conditions are
nécessarily reflected in the films themselves. Naficy (2001) extensively studies these elements -
into what he calls an “accented mode of production”, one that. is located in the interstices of
mainstream and alternative production,

The produétion process of accented films is convoluted: funding sources, languages used

on the set and on the screen, nationalities of crew and cast, and the functions that the

filmmakers perform are multiple (...) the telltale signs of these production difficulties are
the traces they sometime leave on the films, which give a certain look and feel of

“imperfection” that signifies or allegorizes exilic conditjons of production” (p. 51)

This is not to say that because of the disadvantages or difficulties that the filmmaker may

encounter, the quality of those films are necessarily low. Through a brief examination of

diasporic cinema around the world, we can find many films of great quality made by ‘non-
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nationals’ which have gained intémational attention and which have opened the debate about
what is comprehended as national cinemas. Such is the case of Deepa Mehta, Atom Egoyan in
Canada, Amir Naderi, Mira Nair, Evans Chan, Gregory Nava in the U.S, Gurinder Chadha, Issac
Julien, in Britain, just to name a few 2

Itis important to take into account that economic and logistic conditions may be a factor
in the final product. Similarly, there are challenges regarding distribution, on this topic Naficy
(2001) argues, that distribution is often limited, and that “they must spend an extra effort to
obtain a level of exposure” (p. 51). Howévér, with co-production agreements, and festival .
circuits, diasporic filmmakers may have an opportunity to assure the production and distribution
of their films, when acknowledging the “international” ;:haracter of the films.

Indeed, in her study of media consumption of Greek Cypriot diasporas in London and
New York, Georgiou (2006) acknowledges that diasporic publics are formed as much about the
“imagining of a common origin as it is about the transnationalization of possible common
imaginings, which are particular and specific to a.. group but also global in their relevance” (p.
136). In this sense, the mode of production and distribution of these types of ﬁlmsbdepends in
part on their transnational character, which makes them cultural-specific yet global, given the
similar conditions that the production and distribution of such films are subjected to. Feder
(2003) indicates that diasporic filmmakers address simultaneously various audiences:

Their communities of origin; a community of immi‘grants with shared yet different

experiences of exile, assimilation, and discrimination; their host communities of choice;

and in a handful of recent cases, to a wider national audience (p. 357)

The challenges of producing as a diasporic filmmaker are numerous. Rosen (1985)

explains that for example, the Arabs producing in Paris constitute a subculture in itself, one

2 For further discussion about cinema and arts in the diaspora around the world consult the various articles in: C. R.
Ember, M. Ember, 1. A. Skoggard (eds.), Encyclopedia of Diasporas. New York: Springer. Also, in Accented
- Cinemas, Naficy (2001) presents a large corpus of diasporic filmmakers in Europe and North America.



36

which subtext is a “double discontent”, an impossibility to produce in the home country (given
political, social or economical conditions), and a disadvantaged position within the host culture.
However, in another article, Rosen afﬁfms that the éhallenges of double discontent are also
arranged within a dual culture,
There is an undeniable cross-fertilization of cultures, the sparks of insight that any new
experience ignites, the special reflectiveness stimulated by distance, and for those who
stay long enough, the sense of double heritage (...) but the geographical displacement of
Arab filmmakers is not only a mirror of existing dislocations within society. The cinema
itself becomes uprooted” (1989 p. 36).
There are many challenges involved in the process of migration and adaptation to a new
country/culture. They are.also experienced by the filmmakers trying to find a place in both the
cinemas of their host countries, and their homelands. These challenges are often represented in
the topics, aesthetics, and modes of production of their films, which consciously or not reflect
their liminality and multiplicity. This positioning may enable the configuration of particular
practices of representation. This positioning also provides a unique location from which to
produce films, but may also disable their possibilities to ‘speak’ (Spivak, 1994). It is up to the
filmmaker to profit or not the advantages of a ‘diasporic optic’ that allow him/her to translate
into their own articulations the particular context they are living and producing in. Cinema‘
provides a medium to represent, to produce, to construct, and thus to perform identity. Cinematic
representation allows for the translation and for the articulation of individual and community

identities by performing, remembering, and dramatizing the experience of migration and

accommodation, the experience of Otherness.
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2.4. Latin American Filmmaking and Diaspora

2.4.1. The Lesson from the New Latin American Cinema

While evaluating the literature on diasporic and transnational cinema there was an almost
incvifable mention of Third Cinema. Argentinian filmmakers Fernando Solanas and Octavio
Getino coined this term in the article “Towards a Third Cinema” which was published in 1969.
It calls for the creation and recognition of emerging alternative cinemas, mostly located in the
Third World. Solanas and Getino call to use cinema as (1) a tool for consciousness rising; (2) an
instrument for research and social analysis, and (3) as a catalyst for political action and socia‘1
transformation (Solanas and Getino, 1983).

Third cinema not only pfovided an alternative to the cinema industry (Hollywood, and
cinema d’auteur) but aiso radically counteracts it. The filmmakers called for a cinema of
resistance, a cinema ‘to oppose’ other ideas or ideologies. The ideas crystallized in the
Argentineans’ mz;mifesto were promptly echoed in the rest on Latin América. The 60s and 70s
were especially prolific-times, both in cinematic production as well as in the articulation of their
ideas in the form of manifestos (Martin, 1997). For example, Glauber Rocha and his “Aesthetics
of Hunger” (1983) pioneered the movement in Brazil, known as Cinema Novo; Fernando Birri in
Argentina, founded the documentary school of Santa Fe, his ideas are reflected in “Cinema and
underdeyelopment” (1983); Julio Garcia Espinosa, a prolific Cuban filmmaker, founded the
Cuban Institute for the Arts and Cinematographic Industry (ICAIC), and in his manifesto “For an
Imperfect Cinema” ‘he calls for an engagedb cinema, an opposing cinema that shows “the process
of a social problem” (1983). |

R. Stam (2003) argues that Third Cinema “offered a practical production strategy which

turned scarcity into a signifier” (p. 31). Various filmmakers around the world took from this
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idea; the ter;n Third Cinema was then paralleled with cinemas of the Third World. The
movement became a means for-the emerging countries of the Third world to speak up, to show
their realities. Third cinema was used.as a postcolonial Vihdication tool, and as channel to
articulate national identities. Such was the case in Africa with the films of Ousmane Sembene
from Senegal, Gillo Pontecorvo in Algeria, and Youssef Chahine in Egypt. In Asia, the films of
Satyajit Ray in India and Tran Anh Hung in Vietnam are examples of the cinema as political
tool® (Armes, 1987; Pines & Willemen, 1989).

In Latin America, instead of reasserting national identities, the movement sought a
continental unity throﬁgh a.critique of national cinemas, and the discourses that has until then
informed them. Solanas and Gettino (1983) manifesto asserts how “the film act means an open-
ended film; it is essentially a way of learning" (p. 20). Thus, as opbosqd to traditional cinema,
third cinema is a “cinema fit for a new kind of human being, for what each one of us hés the
possibility of becoming™ (p. 21). The Third Cinemé movement therefore represents a
consciousness of the history-making and knowledge-making aspects of film. As Pick (1993)
explains the Third Cinema movement, in' Latin America took a speciﬁc form, and developed into
what came to be known as the New Latin Afnerican Cinema,

[The New Latin American Cinema] has served to contest traditional accounts of the

specific national cinemas of the region (...) As the movement has challenged the

homogenizing accounts of national cinemas, it has simultaneously sought to provide a

place where diverse national and regional practices can converge. (Pick, 1993, p. 3)

The continental dream of the New Latin American Cinema that ;eﬂected the political and

social realities of its inhabitants was crystallized with the creation of two landmark organisms:

The film and television school of the three worlds in San Antonio de Los Bafios near Havana,

? For a complete list of filmmographies please refer to Third World Film Making by Roy Armes and Pines and
Willemen anthology Questions of Third Cinema.
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Cuba, and the New Latin American Film Festival in Havana. It is important to highlight that
Cuba served as a conjunctipn point to these filmmakers, especially if we take into account the
radical political context of I,,atin America during the 70s and 80s. In this sense, the members of
this movement séught to locate a common agenda, and in the process they articulated, or in fact
re-articulated a Latin American identity. Based on a common history of exploitation, looting and
injustice, and as a reaction of political and social context of the times, the New Latin Americé.n
Cinema reasserted the mestizo character of Latin America (Pick, 1993, p. 31). It recognized the
hybrid, mixed nature of the continent, a mix of three cultures (European, Indigenous and
African). Latin Americans were not claiming a ‘pure’ identity, one fostered through nationalism,
instead they embraced the idea of a creole identity (Hall, 1997), one that was informed by the
melange of vindige’nous, African and European cultures, one comfortable with the hybrid
character of its identity.

Pick (1993) explains that the New Latin American Cinema is intended to redefine
conceptions of Latin American popular culture, by opening up spaces to those normally
éxcluded, and to revisit “collective traditions and representations imbedded in the fxistory of
Latin American peoples” (p. 101). By doing so, the directors and intellectuals involved in the
New Latin Americah cinema movement criticized the way national identities have been
configured, that is, mostly serving the purposes of those in power; these discourses were
inevitable reflected in national cinemas.

Indeed, as Lopez (2000) argues, cinema has been an essential tool to the development of
nationalist discourses throughout Latin America. The author traces a history of early Latin
American cinema. Within it she exposes how the medium has been linked with discourses about

modernity, which served to legitimize various forms of nationalism,
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In Latin America as a whole, the cinema was, from its earliest moments, closely aligned

with those in power, be they wealthy and socially prominent or simply in government, and
this alignment was a first step toward nationalist projects (Lopez, 2000, p. 61).
As a consequence of the appropriation of the medium by the powerful classes, the images
displayed did not coincide with that of the majority of the people. In this sense filmmaker
Fernando Birri rightly asserts,
The cinema of our countries shares the same general characteristics of this superstructure,
of this kind of society, and presents us with a false image of both society and our people.
Indeed, it presents no real image of our people at all, but conceals them, so the first
positive step is they provide such an image (1983 p. 11).

In an article on Caribbean cinema and diasporic identity, Hall (2007) echoes Birri’s views:

Such texts restore an imaginary fullness or plentitude, to set against the broken rubric of

our past. They are resources of resistance and identity, with which to confront the

fragmented and pathological ways in which that experience has been reconstructed within

the dominant regimes of cinematic and visual representation of the West. (p. 225)

In this way, the project of the new Latin American cinema goes hand-in-hand with the -
reformulation and articulation of a “Latin American Identity”, which serves as a way to put into
question nationalistic discourses and the way they have fomented inequalities and discrimination.
At the same time, it serves as-a medium through which they negotiate their identities, by
denouncing the construction of national identities by those in power. The example of the New
Latin American cinema serves as an example of how a “Latin American identity” has been
constructed, in some specific conditions. During the 70s and 80s most of Latin America
éxperienced virulent forms of nationalism, embodied in diétatorships_. At the same time, a
continental reaction was made possible through the inspiration brought by the Cuban and

Sandinista revolution in Nicaragua. The articulation of a Latin American identity constituted a

political and cultural strategy to counteract the devastating effects of authoritarian regimes.
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2.4.2. Latin American filmmakers in exile
There is another point that I would like to address concerning the New Latin-

American Cinema, and its influence in the development of the cinemas by the Latin American
diaspora: That is the role that exile and immigration played in the development of the movement.

Due to the upheavals and dictatorships that plagued Latin America from the 60s to the 80s,
many of the filmmakers previously mentioned were led to go on exile (voluntary or involuntary).
This movement towards exile extended the boundaries, both conceptual and aesthetic, of the
Ne;;v Latin American Cinema project. Exile, both as a notion and experience, helped these
filmmakers to “broaden their thematic concerns and extended their practices beyond the
affiliation with national communitieé” (Pick, 1993, p. 157). The fact of being displaced from
their ‘homelands’ furfher opened up the possibility ‘to understand themselves as part of a greater
community of péople. Either in other countries of Latin America, in North America or in
Europe, many artists “encountered” their fellow Latin Americans in exile. This epoch forged a
significant explosion of “Latin American” production in exile, especially in filmmaking and
writing, this period is now known as “the Latin American Boom” (Nunn, 2001; Ocasio, 2004).

Chilean author José Donoso asserts that “exile is one of those knots of livé-wires, a shared
collective experience, from which the greater ‘part of Latin Ameriéan 'contemporary fiction
derives its strength” (In Pick, 1993, p. 159). Indeed, Pick (1993) asserts that the sense of double
marginality (from their countries and the host ones), of ambivalence, “is a site of struggle where
idenﬁﬁcation is dialectically anchored in nostalgia and resistance” (p. 159). The resulting
representations necessarily link ‘the personal with the social’. Pick (1993) observes that in this
process “personal memory and self-awareness are authorized but always perform within regional

and communal narrative” (p. 160). A particular characteristic (not exclusive though) of
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filmmaking in exile is precisely the re-appropriation of the personal sphere in order to place
oneself within discourses.  Acoordingly, Mercer (2003) rightly asserts that “articﬁlating the
personal and the political interrupts hegemonic logic” (p. 255).

The idea of a Latin American continental cinema solidifies from displacement. The
experience of exile and diaspora contributes (although sometimes painfully) to negotiate cultural
practices and, in the process, the subject discovers the richness of occupying multiple spacés, in
ordéf to articulate new identities. Chilean filmmaker Miguel Littin describes this idea thus: “I am
a Chilean and a Latin American filmmaker who is also a contemporary man” (In Pick, 1993, p.

161).

2.4.3. Latin American filmmakers in Canada

In Canada, Latin Americans constitute a fairly recent immigrant group. This is reflected in
the systematic lack of academic studies regarding this cbmmunity, not to mention of their artistic
contribution to Canadian society. A thorough research on the topic only provided a few articles,
amongst them one significant study by Elena Feder (2003) from Simon Fraser University.
Indeed, this article also denounces the lack of information regarding Latin Americans in Canada,
or “Latin@- Canadians®” as the author describes them. Feder (2003, p. 355-357) argues that
there are two waves of immigration of Latin Americans to Cénada, one in the 70s-80s during the
times of Latin American dictatorships. | During this period many filmmakers immigrated to
Canada especially from Chile, El Salvador, and Argenti.na. The type of production favoured was
documentary film, and was strongly aligned with the New Latin American cinema axiom that art

is inseparable from politics. Among these artists Feder (2003) highlights the works of the

% Feder uses the neologism Lating, rather than Latino/a since the letter “@” stands as “a marker of a politics and a
poetics of deconstruction, both always already underpinned by gender and difference”



43

Chilean refugees, who pioneered the cinematographic production of documentary especially
fhose relating to the Chilean dictatorship and the immigration experience’. Feder (2003)
identifies a second wave that started at the beginning of the 90s and continues until now. The
second immigration wave is broader and larger, as it includes peoples from Mexico, the
Caribbean, Central and South America, and is mostly related to economic immigration,
Filmmakers of this generatibn use multiple genres, especially experimental video. The
documentary tradition is still very strong and continues to attract newly arrived filmmakers;
however many have embarked into feature fiction film, and multimedia short film production,
especially in Anglophone Canada. Feder (2003) notes that for many artists of this generation the
topic of the “other within” i.e. the aboriginal populations of North and South have been widely
developed, |

This theme is impbrtant, first because it ties the whole continent togethe; through a shared

history of colonization and resistance adaptation spanning 500 years ... The second

generation tends to engage in deeper processes of Other-identification and self-redefinition,

departing from the intersections of race, ethnicity, nationality and gender, to arrive at a

balkanisation of both being and seeing. (Feder, 2003, p. 361).

Most of the filmmakers she identifies as second generation are classified in her study as
media artists instead of filmmakers. Amongst these artists, Feder (2003) emphasizes the works
of Juan Bal’macedéG, Claudia Medina’, Jorge Manzano®, Claudia Morgado9 and the creators of

the Latin American experimental film festival (Alucine) in Toronto: Jorge Lozano, Sinara Rozo

and Guillermina Buzio.

3 Amongst the films talking about Chile’s coup d’etat there are: I Remember Too (1973) by Leutén Rojas; Récits
d’une Guerre Quotidienne (1986) by Gaston Ancelovici and Jaime Barrios. Amongst the works of Chilean
filmmakers portraying the immigration experience to Canada I am obliged to mention Marilu Mallet in such films as
Lentement (1975), Les Borges (1986), Journal Inachevé (1982), and the trilogy There is No Forgetting (1975),
directed along with Chilean exiles Jorge Fajrado and Rodrigo Gonzalez.
6 lehm (1994), La Shamana (1997)

” In Between the Middle (2001)

¥ Odenaag Naabndamwin/City of Dreams/Ciudad de Suefios (1995) and Johnny Greyeyes (1999)
® Ode to the Chilotas (1990), Unbound (1995), Angustia (1996), Sabor a mi (1997),
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Most of the filmmakers either form first or second wave generations who have settled in
either Vancouver, Montreal or Toronto, as the Latin American communities in these cities also
Srows.

Feder (2003, p. 357) acknowledges that there is support offered to Latin American
filmmakers by the NFB and to curators by the Canadian and provincial arts councils. This
indicates.that the absence of Latin American filmmakers in the Canadian cinema panorama is not
mainly due to institutional reticence, but to little control over the means of distribution of film

and video In
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filmmaker to represent his ambiguous position.and that of the community he/she subscribes to.
As in Canada, the cinematic contributions of Latin Americans (and of other immigrant
communities) have been poorly document, this analysis will bring to light some considerations
about fhe definition of Canadian and Quebec Cinema.

This research will identify specific strategies used by filmmakers in the provinée of
Quebec to produce their films énd make sense of their identities, thus situating them within the

socio-economic context of film production in Quebec.
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- 3. METHODOLOGY

This research is a case study on the way a diasporic identity is articulated in the films
produced by Latin Americans living in the province of Quebec. The methodological approach to
this project consists of a qualitative content analysis of six texts consisting of: thrée documentary
films and fhree interviews conducted with the directors of the aforementioned films.

The nature of the questions and the data related‘to this research object, as well as its
exploratory nature, require a qualitative method of analysis. Bonneville, Grosjean, and Lagacé
(2003) explain that a qualitative research seeks to explain specific social phenomena, as it is
lived by its subjects. It is also based on an inductive logic, in which the specificity of the subject
of study will lead to the development of a generalized theory that will be consistent with the
observed facts (2007 p. 156). An inductive method also fits the anticipated theoretical
framework, in the way that the analysis of specific articulations will bring about a theory of the
construction of Latin American diasporic identities in Quebec, through the data gathered from

the films and interviews.

3.1. Discourse Analysis

Films and interviews of filmmakers will be studied tﬁrough discourse analysis lenses.
The notion of “discourse” and its direct incidence in the structures of meaning have occupied'a
key role in the develbpment of XXth century’s humanities. To name but a few, the influential
work of John L. Austin (1962), and his notion of performative utterance and speeéh act provided
an early linkage to the co-rélation of language and action. Austin suggested that “by saying
something, we do something”, and in this way language becomes performative. Structuralism,

which is best represented in the works of Saussure (1974), explores language as a system that
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underlies the process of signification. The meanings of language exist in relation to each other,
and it is through a common structure that meaning can be uttered. This model was later criticized
by post-structuralists in the rejection of single structures to a multiplicity of understandings,
given that all meaning is constructed. As advanced by Foucault (1981), discourses are “systems
of thoughts composed of ideas, attitudes, courses of actibn, beliefs and practices that
systematically construct the subjects and the worlds of which they speak” (p. 58). Foucault
traces the role of discourses in wider social processes of legitimating and power, emphasizing the
construction of current truths, how they are maintained and what power relations they carry with
them. Foucault (1981) explains the relationship between power and knowledge,

Perhaps, too, we should abandon a whole tradition that allows us to imagine that

knowledge can exist only where the power relations are suspended and that knowledge

can develop only outside its injunctions, its demands and its interests. Perhaps we should
abandon the belief that power makes mad and that, by the same token, the renunciation of
power is one of the conditions of knowledge. We should admit, rather, that power
produces knowledge...; that power and knowledge directly imply one another; that there
is no power relation without the correlative constitution of a field of knowledge, nor any

knowledge that does not presuppose and constitute at the same time power relations (p.

27-28). :

Discourses are constructed through two types of proceSses, one that emerges and
functions as a means of struggle, and at the same time, a process that serves as a means of
control and constraint. In short, power is always in relation to that which resists it. By definition
there are no power relations without resistance. Of course, those relations are to varying degrees
strategic, tactical, and functional. Given the fact that they are asymmetrical, there are always
dominant relations of power.

Cultural and postcolonial studies have made significant contributions to the

understanding of discourse and representation. As Stam (2000) explains in his recapitulation of

theories and academic movements influencing film theory, cultural studies focus not so much on
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media specificity and film language but on ‘culture as spread out over a broad discursive
continuum, where texts are embedded in a social matrix and where they have consequences in.
the world” (Stam 2000, p. 225). For cultural studies, contemporary subjectivity is inextricably
interwoven with media representations of all sorts. They recognizé both high and low culture,
and understand them as sites of negotiation of the individual and the collective. It opens a space
to “marginalized voices and stigmatized communities” (Stam 2000, p. 226). Cultural studies
seeks to explore the connections between forms of power and to develop ways of thinking about
culture and power that can be utilized by agents in the pursuit of change.

Critical analysis »draws from the influential work of Foucault on Power/Knowledge
(1980) and discourse as a signifying practice that constructs and shapes the way we understand .
the world. Gee (1990)‘ clarifies that discursive practices involve ways of being in the world that
signify specific and recognizable identities. Methodologically, these theories have been applied
to critical discourse analysis (CDA). Fairclough (1995), one of the leading theoreticians in
regards to CDA draws on Foucault’s work in order to explain that discourse hélps shape and
constrain our identities, relationships, and sYsterns of knowledge and beliefs. He describes
critical discourse analysis as aiming “to systematically explore often opaque relationships of
causality and determinatiovn between (a) discursive practices, events, and texts, and (b) wider
social and cultural structures, relations and processes” (1995, p. 132),‘ The purpose of this kind of
analysis will be to determine how such practices of identity arise ‘out éf and are ideologically
shaped by relations of power and struggles over power” (Ibidem).

Fairclough (2001), developed a three-dimensional framework for studying discourse, it
aims to develop three separate forms of analysis onto one another: analysis of (spoken, written,

filmed) language text, analysis of discourse practice (processes of text production, distribution
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and consumption) and analysis of discoursive events as instances of socio-cultural practices.
This framework will be used in the analysis of the written and filmic texts. In a first instance, a
basic analysis of the texts will identify discourse units and key elements that are notoriously
present in the texts. On a second stage, these units of analysis will be contextualized by taking
into account the way these texts were produced, distributed and signified within a specific socio-

cultural framework.

3.1.1. Discourse analysis and articulation

Van Djik (1988, 2000) explains that CDA is concerned with studying and analyzing texts
to reveal the discursive sources of power, knowledge and dominance, and the ways they arei
maintained and reproduced within specific contexts. This method “provides the critic with a tool
for studying communication within “socio-cultural context” (2000).

| The challenge was to carry out critical discourse analysis to an art form that is not only

conveyed to language. At this point it is uséful to remind our discussion on Articulation theory.
Articulation as both a theory and a method in Cultural Studies allows me to interpret the
complicated and conflicting ways in which powér manifests itself in the r¢presentations and
discourses within the documentaries and intewiéws which I analyzed. It helps undérstand how
discourses become structured by delineating the mény similarities and differences that come
together to form the specific representations analyzed (i.e“., the documentary ﬁlms). Hall
reminds us that

The so called ‘unity’ of a discourse is really the articulation of different, distinct elements

which can be articulated in different ways because they have no necessary belongingness.

The “unity’ which matters is a linkage between the articulated discourse and the social

forces with which it can under certain historical conditions, but need not necessarily be
connected (Hall, 1996b, 135).
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Analyzing films as articulations allows me to point out the process through which sﬁch
ﬁlm‘sAwere created, the position of the filmmakers within Quebecer society, and the strategies
used to convey their message. As Grossberg states, articulation ‘is about contextualization.
Understanding the environment in which documentaries are produced is fundamental to my
analysis, because it delineates the conditions in which the films come to being. Consequently,
articulation provides the best route to investigating representations as “the analysis of any
concrete situation or phenomenon entails the exploration of complex, multiple and theoretically
abstract non-necessary links” (Daryl- Slack, 2003, 119).

I see articulation in the same way as film editing. Every articulation is a montage of
various elements - voices, images, colors, paséions or dogmas - within a certain period of time
and with a certain expanse in space. The signiﬁcénce of the articulated moments depends on this.

I make a number of assubmptions with regards to the nature of discourse and the character
of this analysis. Wodak (1999) explains that analysis should avoid easy, dichotomous
explanations of the phenomena undér study. Secoﬁd, I aim to discover contradictions or
dilemmas (Billig, 1997) underpinning the texts to be analyzed. The films are autonomous texts,
as their existence is in a good measure independent of the author’s own existence; however, the
filmmaker’s opinions on their views of identity and self-representation may be located.in
opposition to or simply differ from the films in themselves. For example, the film Midnight
Ballads, by Diego Bricefio portrays an uneven power relationship between Latin Americans and
Quebecers, however his own view about this relationship is described as participatory and in-
dialogue. Third, the analysis is self-referential. I realize that it is impossible not to bring into
this research my own values and evaluations: since I am as well é Latin American audiovisual

producer living in the diaspora. In this sense, analysis is self-interpretative: the process is laden
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with the researcher’s attitudes and beliefs as well as the assumption that there is no ultimately

‘correct’ interpretation of texts (Wodak, 1999).

3.2. Research Rationale and Data Collection

3.2.1. Rationale

The object of analysis focuses on films produced in Quebec and directed by filmmakers
of Latin American origin. The reason why I chose to limit my res.earch to this province is mainly
because of the growing size of the Latin American population. according to the data gathered by
the province of Québec, immigration increased from 8.2% to 13.4% in the past five years
(Government of Quebec, 2006). Furthermore, following the last census of the province in 2006,
this community constituted 17% percent of the immigrant population and, 69% of the people that
identiﬁed’as Latin Americans were born in foreign countries. Also, almos£ half of the population
(48.8%) arrived between 1991-2001 and 34% between 1981-1990. Finally, the majority of the
people 15 years old and older are identified as first generation immigrants. ('Govemment. of
Quebec, 2005).

Montreal in particular has ‘the greatest concentration of Latin Americans in the province,
and it holds 23% of thé total Latin American population in Canada. In 2001, there were 56000
reported Latin Americans living in the metropolitan area. (Statistics Canada, 2007).

Another consideration is the fact that Quebec is the province of‘ Canada where .the
question of cultural identity more prominently occupies public attention. In Quebec, the debate
about identity is central to the political and social discourse. This social and cultural panorama

turns out to be influential for the development of an identity dialogue.
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In addition, Quebec has an established cinematographic industry and infrastructure.
Cinema production in Quebec exceeds that of the rest of the country, which is also supported by
a loyal audience and an efficient distribution system. This infrastructure facilitates the means by

which immigrants have access to cinematographic production.

3.2.2. Film Coi'pus

The films chosen were selected by means of a non prbbabilistic method of purposive
sampling. The process started by identifying one Latin American filmmaker who recommended
others in a “snowball effect” (Bonneville et al. 2007). Snowball sampling is especially useful
when trying to reach populations that are inaccessible or hard to find; as is the case of the
filmmakers of Latin American origin, given the little distribution of their films. In the sample F.I
tried to include a variety of nationalities of origin, in order to reflect the nﬁmerous components
of the Latin American denomination. The final selection of films was also‘ based on the
accessibiiity to obtain a copy of the film, as well as the filmmakers’ availability to conduct an
_interview. The following films were analyzed:

= .Americano (2007) by Carlos Ferrand (born in Peru)

= Midnight Ballads (2008) by Diego Bricefio (born in Colombia)

»  The Dark Side of the White Lady (2006) by Patricio Henriquez (born in Chile)

These films were chosen according to the following criteria : (1) They have been produced in the
last five years; (2) The ﬁlmmakérs have Latin American origins, and also hold Canadian
citizenship; (3) The films are classified as Canadian productions following the CRTC and

CAVCO’s regulation on Canadian content;'® (4) They were produced in Quebec, and (5) have a

version in at least one of Canada’s official languages.

'° The Canadian Radio and Television Commission (CRTC) and the Canadian Audio-Visual Certification Office
(CAVCO) regulate the certification of audiovisual products, as ‘Canadian’, following a 10-point scale. To gain
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I wanted to limit the number of texts analyzed to be able to conduct an in-depth analysis.
I considered that three units of analysis (pairs of film and interview) would provide sufficient
data in order to identify recurrent phenomena or relevant regularities, in order to trace the ways

identity is articulated in these films.

3.2.3 Interviews

In order to apply the methodology and the theory used in this research, I conducted three
semi-directed interviews with Latin American filmmakers, in Montreal. The interview
framework furnishes the researcher a variety of pre-defined topics, and at the same time allows
the interviewee to complement and to add other topics relevant to the subject (Bonneville et al.
2006, p. 175).

The questions are thus open so‘as to encourage the interviewees develop further reflections
on their work. An interview guide was conceived which considered two main topics, their
personal views on their identity and of a Latin American identity, and anbther one relating to the
production of their films, their experience as filmmakers in Canada and in Latin America."’

' The interviews were carried out during fall 2008 in Montreal, at a place chosen by the
interviewees. The ‘subjects were asked to choose their language of preference, and all of them
agreed to conduct the interviews in Spanish, the subjects’ first language.

With this method I intended to obtain further information about the motivations and
positions of thev directors, as well as to | gain a broader understanding of the specific

circumstances surrounding the production of the films. Also, I explored their personal positions

access to public grants and aids from other Crown agencies (NFB, Telefilm) as well to be eligible for the Film and
Video Production Tax Credit, a production must be certified by the CAVCO. http://www.pch.gc.ca/caveo/
! Refer to annexes section for the semi-directed interview questionnaire ’
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facing the question of diasporic identities, as well as the motivations behind the themes of their

films.

3.3. Data Analysis

A preiiminary analysis was conducted in which the filmic and spoken texts were
identified, taking into account notions of home, horﬁeland, displacement, and nation. From this
analysis, a more complete evaluation table was composed based upon the discovered indicators.

A second analysis followed, taking into account the primary results, aﬂd the ways in
which the notions afore mentioned were articulatéd and transférmed throughout the films. These
findings were then compared to the directors’ own discourse relating their views of identity and
the ways they thought identity was represented in their films. Throughout the analysis,
socioeconomic and production contexts were taking into account in order to convey Fairclough’s

three-dimensional approach to discourse analysis.

3.3.1. Film Analysis”

The film analysis was conducted mainly through a critical discoﬁrse analysis perspective,
as explained previously. In this sense, a first analysis of the films focused on the ways
discourses about identity were represented, taking into account social and cultural practices, as
well é.s power relétionships. In order to take this analysis further, a second analysis was
conducted taking into account the preliminary CDA analysis, so as to observe how these

discourses were articulated cinematographically. In this sense, I took into account traditional

12 For a synopsis of the films refer to Annex 1.
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cinematic elements of analysis namely: (1) mise-en-scene, (2) cinematography, (3) editing, and
(4) sound (Bordwell & Thompson, 2007).

Since the object of analysis consists of film texts, it seemed convenient to take such
elements into consideration, since they will aid to better exemplify the specific cinematic

strategies used by the filmmakers.

3.3.2. Interview Analysis

In order to conduct a rigorous analysis of the data, I used the method described by
Bonneville et al. (2007) following the three chronologic stages: Transcription of data, index
cards for each text, and identification of key terms. I performed a full transcription of the
ihterviews”, in order to familiarize with the content, and be able to organize it in index cards. .
To be able to identify the key terms, I followed Bonneville et al.(2007) suggestion regarding this
step,

de fagon inductive en les découpant en unités de sens, eﬁ les classant et én les

synthétisant dans 1’objectif de faire émerger des régularités et de découvrir des liens entre

les faits accumulés (p. 196).

After having identified the main units of analysis in the interviews, I will proéeed to
examine it via contextualization of the filmmakers’ position as diasporic subjects. This will allow
me to identify power relations, periphery/centre dynamics, etc. These results will be compared

with the film analysis, in order to detect discoursive similarities and contradictions.

' Transcripts are available upon request
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3.4. Methodological limits

This study aims to look at the ways diasporic identities are practiced and represented in
the context of the Latin American community in Montreal, Quebec. The specificity of the
framework I used in this analysis and the specific geographical context determines my analysis,
and surely restricts the generalization of the results. The specific ex'perience of Latin Americans
in Quebec may or may not resemble the experiences of the same group in other parts of Canada,
however the “case study” perspective of this research allows for an in-depth analysis not only of
the texts but of the context where these filmmakers are producing.

In consequence, the film corpus was quite small but it was sufficient to conduct the type
of analysis sought. A larger sample of films and interviews would probably have given a more
accurate panorama about the state of cinema production by Latin Americans in Quebec. Iﬁdeed,
the films chosen were produced by males, between 35-60 years‘old, who arrived in Quebec at
least 15 years ago. My corpus does not take into account the work of female artists, young
emerging filmmakers, and recently arrived directors. However, I consider that given the
systematic lack of research on the subject, this study represents an initial step towards more
comprehensive studies on this matter.

Using critical discourse analysis as research methodology implies various considerations:
(1)( The single shared assumption uniting CDA practitioners is that language and power are
entirely linked, and content analysis should go hand in hand with a critical contextualization of
the texts. Apart from this specific consensus, there is no delineated or exact way to conduct
CDA. Following Fairclough’s theory (2001), the three dimensions of analysis overlap with each

other, leaving it to the researcher to evaluate the best way to undertake the analysis. For this
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particular study I chose to conduct a content analysis as a first step in order to identify common
themes, followed by a more in-depth contextual/discoursive analysis of the units identified.

(2) As mentioned before, the researcher’s own position will undoubtedly influence the
way the analysis is conducted. As a Latin American filmmaker in the diéspora, this analysis is
influenced by my own experiences, and in a way, it reflects my concerns regarding my own

identity.
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4. RESULTS AND ANALYSIS

In this chapter I will present the main results obtained from the qualitative analysis of the
films and the semi-directed interviews'*. I will describe the main findings, which are divided into
three main themes: the articulation of identity, cultural/discursive strategies to articulate a

diasporic cinema, and film production in Montreal. For a synopsis of the films refer to Annex 1.

4.1. Diasporic documentary-filmmaking

Documentary film seerﬁs to be the preferred genre of Latin Americans producing in
Montreal, or at least the one with the widest distribution. Although they do not exclusively
produce documentaries, the interviewees agréed that this genre allows them to engage more
actively with social issues, this is the main reason why this study specifically chose to undertake
the analysis of documentary films. In regards to the films analyzed here, the filmmakers believe
that it was through documentary that they felt they could best represent such topics. As Nichols
(2001) argues, “filmmakers are often drawn to documentary modes of representation when they
want to engage us in questions or issues that pertain directly to the historical world we all share”
(p. xiv).

- The type of documentary favoured by these filmmakers exists at the boundaries of
mainstream documentary film. It is different from classic narrative structures because it
hybridizes and transgresses them. “The imagining of community, like the genrification process,
always operates dialectically, through the transformation of an already existing

community/genre.” (Altman, 1999, p- 203). In this sense, Latin American documentary film in

% Three interviews were conducted in Montreal during fall 2008. The interviewees were Diego Briceno from
Colombia, Carlos Ferrand from Peru, and Patricio Henriquez from Chile. The interviews were about an hour long.
The complete transcripts are found in the annex.
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Quebec locates itself in and out of the Quebecois documentary tradition. It takes many elements
from it but also reconfigures them within a diasporic optic. Just as the blurred themes that these
films deal with, the specific genre and subjectvdo’ so as well. Indeed, history and memory
intertwine, in a similar way that documentary and fiction strategies, social actor and social Other
inevitably blur (Nichols, 1994).

These films use strategies readily identifiable as typical of the documentary genre: being
primarily expository as they involve direct address, that is, the use of voiceover narration and
interviews. However, the style and mode of production could bé similarly described as the
‘accented cinema’ considered by Naficy (2001). The auti)orb notes that existing scholarship on
postcolonial cinema has tended to approach exile and diaspora as themes within films rather than
as factors shaping film style (p. 20). Naficy argues that “the accented style helps us to discover
commonalities among diasporic ﬁlﬁnnakers that cut across gender, race, nationalhity and
ethnicjty, as well as across boundaries of national cinemas, genres and authorship” (p. 39).
Naficy defines his use of the term "accented": |

If the dominant cinema is considered universa.l vand without accent; the films that

diasporic and exilic subjects make are accented. [...] [T]he accent emanates not so much

from the accented speech of the diegetic characters as from the dlsplacement of the

filmmakers and their artisanal production modes." (p. 4).

Americano, Midnight Ballads, and The Dark Side are accented documentaries_v because
they are produced in displacement and with a clear intention to indicate the filmmaker’s situation
as a diasporic subject. In this sense, the films serve as means to express their concerns about
their liminality, articulating the contradictions and similarities they encounter with Latin
America and with Quebec and Canada. The films are accented because they are used to represent

a reality normally excluded from mainstream cinema in both Latin America and Quebec. The

reality of the immigrant conceived as a diasporic subject is a topic that necessarily 