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In his timely book The Politics of Contemporary 
European Cinema: Histories, Borders, Diasporas, 
Mike Wayne addresses the issues of Europe 
and European cinema in light of the his-
torical transformations that are shaping the 
region, specifi cally the collapse of the Soviet 
Union, the movement towards political and 
economic integration, and the post-colonial 
legacy of migration. While the author ac-
knowledges that European cinema has been 
mainly conceptualized in terms of national 
cinemas, he individuates a new dynamic at 
work, one that “forces us to think of the rela-
tions between these national histories and the 
increasingly porous borders which ‘contain’ 
them.” (VII) Wayne’s larger purpose is to 
explore how national borders and national 
relations are being redefi ned as these bound-
aries and landscapes become more permeable 
in contemporary European cinema. The book 
is conveniently organized in five chapters, 
“European Cinema: In The Shadow of 
Hollywood,” “National Cinema/International 
Markets,” “Pan-European Cinema,” After the 
Fall: Cinema and Central and Eastern Eu-
rope,” and “Diasporan Travels: British Asian 
Cinema.”

Wayne begins with Fredric Jameson’s 
cultural dynamic of homogenization and het-
erogenization; although it is a useful starting 
point, Wayne argues that a more “materialist” 
approach must be applied to both local and 
global contexts—that is, specific conditions 
of production and consumption have the 
potential to reveal deeper levels of class he-

gemony than do so many cultural discourses 
of plurality today.  The author uses The Disap-
pearance of Finbar (Sue Clayton, 1996) as a case 
in point—a British fi lm whose co-production 
circumstances not only problematize any 
sense of national representation but also de-
marcate the portrayal of inherent Euro-racism 
and class confl ict.

Wayne delves further into the complexi-
ties of European national identity by defi ning 
four categories of national cinema: embedded 
films (intended only for local consumption 
due to limited budget and/or indigenous 
content), disembedded films (intended for 
American consumption), cross-border fi lms 
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(intended for international, though mostly 
European, consumption) and anti-national 
national fi lms (intended as a social critique 
of the nationalist myth within the context of 
a particular nation). Wayne examines how the 
fi lms Elizabeth (Shekhar Kapur, 1998) and Cen-
tury (Stephen Poliakoff, 1993) mythicize and 
demythicize certain British historical identi-
ties respectively and presents a close analysis 
of French Cinema in the 1990’s. He shows 
convincingly how fi ve fi lms in particular—La 
Reine Margot (Patrice Chéreau, 1994), Ridicule 
(Patrice Leconte, 1996), La Veuve de Saint-Pierre 
(Patrice Leconte, 1999), It All Starts Today (Ber-
trand Tavernier, 1998), and Resources humaines 
(Laurent Cantet, 1999)—can be read as “anti-
national national” in either their historical 
(the first three) or contemporary (the latter 
two) critiques of “modern” political forces set 
into motion by the French Revolution.  These 
fi lms, Wayne argues, demonstrate the poten-
tial of European cinema to call into question 
its own constitutive nationalities by revealing 
the social, economic, and political determi-
nants of these cultural constructs.

In Chapter Three the author explores the 
concept of an emerging “pan-European” 
cinema that either “emulates,” “translates,” 
or “rejects” the Hollywood cultural model.  
Wayne offers close analyses of the fi lms The 
Name of the Rose (Jean-Jacques Annaud, 1986), 
Europa (Lars von Trier 1991), Land and Free-
dom (Ken Loach 1995), The Disappearance of 
Finbar (Sue Clayton, 1995), and Three Colours 
Blue (Krzysztof Kielsowski, 1993). These are 
the films that disclose a cross-border, 
itinerant sensibility.  

The next chapter foregrounds Wayne’s 
emphasis on socio-economic relations within 
national borders by way of focusing on various 
constructs of Eastern European national-
ism.  Both Ulysses’ Gaze (Theo Angelopoulos, 
1995) and Prometheus (Tony Harrison, 1999) 
exemplify a critical attitude toward Eastern 
Europe’s assimilation of Western neo-liberal 

capitalism.  Later, Wayne examines how the 
cultural concept of “Otherness,” specifi cally 
in fi lms depicting the Balkan region, served 
in the 1990s to legitimize various nation-states 
according to varying cultural practices.  He re-
lates this myth-making process to postmodern 
theory’s investment in hybridity—that is, both 
approaches overlook the historical dynamism 
of simultaneous continuity and change by 
privileging one over the other.

Wayne continues his critique of hybridity 
by suggesting that some recent “diasporic” 
British films, either in local Black or Asian 
contexts, might re-evaluate heterogeneity in 
a more complex and accurate manner.  Both 
Bhaji on the Beach (Gurinder Chadha, 1993) 
and Wild West (David Attwood, 1992) explore 
not only the diasporic sense of perpetual fl ux 
but also an essentialist dependence on the 
past—whether it be with fantasies of cultural 
purity or transgression.

In the end Wayne’s call for a more “ma-
terialist” approach to assessing European 
national identities within the process of glo-
balization is definitely worth considering. 
Cultural diversity, he argues, is indeed affi r-
mative as long as its theoretical proponents 
do not overlook class conflicts and other 
specifi c social, economic, and political condi-
tions not necessarily having to do with culture 
per se. Wayne’s study does well to challenge 
contemporary theories of culture whose fi nd-
ings would seem to overdetermine European 
national identity toward either homogeniza-
tion or heterogenization. His four categories 
are useful in so far as they emphasize the 
production/co-production circumstances at 
work in contemporary European cinema. His 
insistence on the social, economic and po-
litical factors that shape cultural products like 
fi lms is especially relevant to the emergence 
of a transnational Europe and a pan-Euro-
pean cinematic consciousness, all the more 
so because “the fi lms are active responses and 
interventions into history.” (141)
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