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The economic crisis that has ensued in Cuba since 
the fall of the Soviet bloc has required multiple 
renegotiations of national and individual identity. 
These negotiations respond to the ideological 
maelstrom brought on by such economic distress, 
officially named the Special Period in Times of 
Peace, and the strategies deployed by individuals 
and the state to mitigate it. In the aftermath of 
the crisis and transformations experienced on the 
island over the past two decades, absurdism and 
the fantastic reclaim a central position in Cuban 
arts and culture. In this essay, I trace the influences 
of Alejo Carpentier and his concept of lo real 
maravilloso (the marvelous real) on documentary 
representations of Havana produced in the 2000s.1 
The texts I analyze indicate the spatial experience 
of a national reality that appears increasingly 
fragmented, mapping new national geographies and 
retracing connections between Cuba’s most symbolic 
historical sites. These spatial arrangements reflect an 
ambivalent relationship to national and global forces 
whose shifting geopolitical dynamics embed lived 
experience with anxiety and uncertainty.

Arturo Sotto’s 2008 documentary Bretón es un 
bebé (Breton Is a Baby, Brazil/Cuba) demonstrates a 
self-conscious mapping of Cuban territory through 
the marvelous real. The film introduces its subject 

through a disclaimer: upon accepting the invitation 
from Brazilian co-producer TAL (Televisión 
América Latina) to produce a documentary about 
“los cubanos,”, Sotto and his team were immediately 
confronted with the impossibility of such a project. 
As the voice-over narrator explains, backed by 
nostalgic piano music and a montage of historical 
footage, the insurmountable task was that of 
“summarizing a country with a history much bigger 
than its own geography.” It is this very excess of 
history as experienced in the present that opens 
another possible index of los cubanos: the film’s search 
for “that which people call lo real maravilloso” as it 
manifests in different parts of the Cuban territory. 
Through an open call for anecdotes and examples 
from Cubans who routinely encounter the marvelous 
real, and by embarking on a quest to film some of 
these manifestations, the film yields a surreal and 
fragmentary Cuban cartography. From humorous 
examples of such marvelous occurrences, the film 
moves to and through the ruins of past national 
glories, takes stock of the inventiveness that helps 
mitigate dire economic crisis and isolation, and 
enacts multiple returns to the origins of the Cuban 
nation. 

As the film draws to a close, it “zooms out” of 
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these specific examples of the marvelous real only to 
once again locate the national whole within particular 
cultural and social arrangements as a montage of 
different kinds of Cuban families intercuts footage 
taken at a baseball game. Bretón es un bebé thus offers 
an image of national unity in spite—or indeed as a 
result—of social differences and cultural diversity. At 
the end of this sequence, the voice-over narration 
must inevitably acknowledge how such a vision of 
national unity is complicated by the specters of exile 
and emigration. A short and abrupt pause follows as 
the viewer is forced to ponder whether “those who 
left” should be considered “less Cuban than those who 
stayed inside,” indicating further the impossibility of 
making a film that represents all Cubans. Our final 
marvelous images of los cubanos follow a route that 
global media representations of Cuba habitually 
traverse: Havana’s malecón, the sea wall and ocean 
that delimit the national territory, and the decaying 
buildings that run alongside it. Sotto’s documentary 
presents the “mystery” that characterizes Cuba, 
its marvelous reality, as the result of a history that 
permeates daily life with such intensity that it often 
acquires mythical qualities. Contributing to this 
effect is the dissonance between official rhetoric, 
state policies, and lived experiences. Ultimately, 
however, the marvelous real provides an opportunity 
to acknowledge and celebrate Cuba’s cultural 
hybridity, expressed primarily through depictions of 
diverse religious practices and celebrations. 

Never explicitly acknowledged in this film are 
the origins of lo real maravilloso, or more specifically, 
the development of this concept by the Cuban writer 
Alejo Carpentier. Sotto presents the marvelous 
real as a popular notion, experience, and mode of 
engagement with Cuban reality. Nonetheless, the 
logic behind this project, the belief that “the surreal 
manifests itself in Latin America in a much more 
organic manner,” reveals Carpentier’s unmistakable 
influence. The impact of Carpentier and the 
marvelous real in post-Special Period cultural 
products is palpable in numerous other literary, 
artistic, and audiovisual attempts to mediate lived 
experience in Cuba. 

Carpentier first proposed the concept of lo real 
maravilloso in an essay published in 1948 by the 
Venezuelan newspaper El Nacional and reprinted as 
the prologue to his 1949 novel El reino de este mundo 
(The Kingdom of this World). In 1975, he expanded 

upon this concept in an essay titled “The Baroque 
and the Marvelous Real.” The term marvelous/
maravilloso entails something strange or astonishing 
which causes admiration, surprise, and reverie. Such 
perplexity and wonder, according to Carpentier, was 
an intrinsic characteristic of Latin American reality 
and its history of hybridization through multiple 
forceful encounters. In this context, no abstract 
imagery was required to represent the marvelous. 
Latin American reality did not have to be subverted; 
since the strange was already present in every aspect 
of its history, “we have only to reach out our hands 
and grasp it.”2 This inherence of the wondrous in 
the real, moreover, betrayed “the tiresome pretension 
of creating the marvelous in certain European 
literatures over the past thirty years.”3 Carpentier 
deploys André Breton’s characterization of surrealism 
as the basis for his critique of European literature. 
Breton emphasized the attainment of the marvelous 
by withdrawing from reality, this allowed Carpentier 
to argue that the Surrealist’s pursuit of the marvelous 
only rarely took reality as a possible source. In the 
Latin American context, however, there is no need to 
abandon reality in the service of surrealism. Instead, 
one arrives at the marvelous by “an unexpected 
alteration…a privileged revelation of reality.”4 

On one hand, this proposed polarity signals 
Carpentier’s attempts to distance himself from the 
Surrealists upon his return to Cuba after a decade-
long exile in France. On the other hand, his arguments 
must be understood in relation to longstanding 
attempts by Latin American intellectuals to crystalize 
cultural and political identities independent from 
European control. As Melanie Nicholson points 
out, “surrealism’s manifestations in Latin American 
literature represents a multifaceted case of cultural 
assimilation, contestation, and adaptation.”5 
Latin America often became the site onto which 
“imagined surrealist space” was projected, a site for 
the merveilleux, the magical, and the marvelous real. 
This tendency may have originated in Europe, yet 
Latin American surrealism has also directed toward 
the region similar “mythologizing and exoticizing 
impulses.” Indeed, despite Carpentier’s arguments, 
Surrealism is closely imbricated with the marvelous 
real and with the wider corpus of fantastic literature 
and arts in Latin America. At the same time, 
Carpentier exemplifies a larger impetus to legitimize 
Latin American culture in the face of Europe’s 
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longstanding disparagement of the region. Such 
exaltation of local and regional culture was pivotal 
during independence struggles and subsequent 
processes of decolonization and national formation. 
These discourses often celebrated miscegenation 
as the defining marker of Latin American identity 
and cultural merit while consistently presenting an 
ahistorical and exoticizing view of indigenous and 
Afrodescendant populations. 

According to James J. Pancrazio, the prologue 
to El reino de este mundo provides, through its 
presentation of lo real maravilloso, an attempt 
to vindicate Carpentier’s fetishization of Afro-
Caribbean culture, particularly its exoticizing 
representation of “the voguish theme” of Haitian 
Vodou. Attributing the fantastic elements in the 
novel to a rigorous adherence to historical facts 
and the marvelous reality of Latin America allows 
Carpentier to affirm the novel’s accuracy and 
legitimacy as a historical text despite numerous 
discrepancies. Above all, Pancrazio argues, Carpentier 
provides a typical criollo misrepresentation of the 
Haitian Revolution “as a brutal race war spiced with 
violent, politicized eroticism.”6 Whether or not one 
sees the depiction of religious celebrations in Breton 
es un bebé as exhibiting a similar exoticizing impulse, 
the film evidently deploys the marvelous real as a 
legitimating factor. The marvelous becomes the glue 
that allows for this fragmentary representation of 
the nation to appear representative but not reductive 
despite its mobilization of common tropes used in 
global, often stereotypical, media depictions of Cuba. 

Nevertheless, Carpentier’s marvelous real and 
related iterations of the fantastic in Latin America, 
including the magical realism of the Latin American 
Boom, have consistently denounced social divisions 
and inequalities. In its multiple iterations, magic 
realism focuses on social divisions and inequalities, 
calling into question established boundaries of 
various kinds. At the heart of these related styles 
are the consequences of imperialism in the post-
colonial world.7 Questioning linear approaches to 
writing and the construction of history, these texts 
allow for the mediation of alternative modernities. 
As Frederic Jameson argues, magic realist cinema 
engages aporias in history which might not be visible 
otherwise. Magic realism, according to Jameson, 
“is constitutively dependent on a type of historical 
raw material in which disjunction is structurally 

present.”8 As a mode closely tied to magic realism, 
the marvelous real harnesses disjuncture in order 
to adapt and contest global artistic discourses and 
make visible particular alternative experiences of 
modernity. In post-Special Period Cuba, a new mode 
of production more closely associated with global 
capital is “locked in conflict” with the economic logic 
of the Revolutionary government during the previous 
three decades. The fantastic aids in the negotiation of 
disjunctures produced by this conflict.

In her analysis of magic realist films produced 
in East Central Europe after 1989, Aga Skrodzka 
underscores their role as means for expressing the 
region’s peripheral perspectives. By mixing elements 
of the fantastic with the mundane, these films 
demonstrate “the irreducible gap between those who 
exploit space and those who inhabit it.”9 Here, magic 
realism works against totalizing discourses, calling 
attention to the experiences of those pushed to 
marginal spaces, both physical and social. Since the 
early 1990s, Cuban films such as the Alicia en el pueblo 
de las maravillas (Alice in Wondertown, Daniel Díaz 
Torrez, 1991), Madagascar (Fernando Pérez, 1994), 
and Lista de espera (Wait List, Juan Carlos Tabío, 
2000) have mobilized surrealism to meditate the 
impotence experienced in Cuba as a result of drastic 
ideological and socioeconomic changes alongside 
an overwhelming sense of stasis. In particular, these 
films focus on mythical spaces, often contrasting 
them against the surreal character of familiar spaces 
that have suddenly turned strange. Many of these 
films use the growing transportation shortages of 
the Special Period as a narrative device while others 
make evident the negative effects of such dire crisis 
on individuals’ sense of belonging and rootedness to 
national space. 

Fernando Pérez’s Suite Habana (2003) marks an 
important moment in the transition from the magic 
realist films of the 1990s, which present national 
reality in conjunction with magical happenings, 
to an aesthetics of the marvelous real. The film is 
constructed as a glimpse into the life of a group of 
habaneros over the course of a day. It offers its affective 
mapping of the Cuban capital as representative of 
the nation as a whole, highlighting the tactics that 
Cubans deploy to “make do” during the transition to 
a new economic model. As Salomé Aguilar Skvirsky 
notes, Pérez’s film constitutes a “revelation of human 
gesture [through] careful cinematographic treatment 
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1990s. According to Rafael Rojas, the temporal and 
semantic ambivalence of Cuban socialism has made 
Havana illegible to its own inhabitants. As different 
historical and ideological configurations of Havana 
are superimposed onto the city space, habaneros 
experience “a ritualized chaos.” For over two decades, 
“people in Havana felt nostalgias for all Havanas,” 
and any expectations for the future are experienced 
“alongside every imaginable past and present.”13 

Many such nostalgic views of the capital, 
however, are not produced by Cubans. The views of 
Havana that prevail in global media networks are 
often those produced from outside or by foreign 
visitors to the island. To varying degrees, they bear 
the traces of a particular brand of transnational 
nostalgia for and ambivalence toward the Cuban 
past. Documentary films like Wim Wenders’s Buena 
Vista Social Club (Germany/USA/UK/France/
Cuba, 1999) and Florian Borchmeyer’s Habana: 
The New Art of Making Ruins (Germany, 2006) 
contribute to the pervasiveness and popularity of this 
ambivalent nostalgia, demonstrating its profitability 
and influencing perceptions of Cuba from outside 
as well as within. The films are posited as vehicles 
through which foreign viewers may traverse the city 
space, delighting in its historicity and the palpable 
remnants of the past. The metropolitan ruins signal 
the shortcomings of the Revolutionary government; 
they are physical evidence of a failed socialism. 
Cuban characters, in turn, embody that failure and 
the uneasy longing experienced as a result, mirroring 
the decaying infrastructure around them. In contrast, 
numerous Cuban cultural products of the past 
two decades have tried to show the experiences 
of Havana residents in ways that reach beyond 
the facade of decay that is marketed to foreign 
audiences. Nonetheless, given the growing need 
and new possibilities to reach outside markets, local 
challenges to dominant representations of the city 
synthesize both political commitments and attempts 
to capitalize on the global popularity of such urban 
views.

At the same time, recent representations of 
Havana are conditioned by the city’s changing 
historical relationship to the rest of the nation. 
The national government has traditionally served 
as arbitrator in these interactions, dictating the 
levels of integration between the capital and the 
provinces. Although Havana was positioned as the 

of humans in motion.”10 To this end, it combines long 
shots with synchronous sounds that privileges the 
noises produced as people move around the city but 
provides no dialogue to support the narrative. Pérez 
thus produces a simultaneous aesthetic distancing 
from these subjects and narrative empathy with their 
daily struggles and dreams.11Like El reino de este 
mundo, Suite Habana and other media representations 
of Cuba make claims to their own legitimacy. As they 
circulate in the global mediascape, documentaries 
by Cuban and foreign directors assert themselves 
as accurate and realistic depictions that allow a rare 
glimpse into the “real Havana” as experienced by “real 
habaneros.” These films make evident the continued 
and widespread use of individual characters whose 
stories and perspectives are posited as representative 
of the entire nation. The characters thus provide a 
position through/from which to navigate Cuba, one 
constructed on the basis of domestic and foreign 
audience expectations and which in turn influences 
how these audiences imagine and relate to the 
island, its government, and its history. The result is 
a mediation of Cuban space—an alloy of physical 
conditions and imagined landscapes—and its 
reciprocal relation to the daily life of its citizens. 

The Marvelous Reality of a City in Ruins

Pérez’s film, like other post-Special Period 
representations of Cuba, circulates through a complex 
network of nostalgia shaped by local experiences 
and global perspectives. These texts respond to and 
inform an expanding set of global media depictions 
that focus on the deterioration of Cuban spaces 
and infrastructures. Images of  dilapidated Havana 
buildings abound in global media representations 
of Cuba. Such representations demonstrate an 
artistic and intellectual tendency to read the spatial 
heterogeneity of Havana through a temporal lens. 
This temporal outlook tends to operate alongside 
declarations of a failed socialist project in Cuba. As 
Anne Birkenmaier and Esther Whitfield argue, the 
tourism industry is one of the mainsprings of images 
of a Havana “suspended in time,” continuously 
failing to move beyond the tensions arising from 
“the legacy of its layered past and the expansive 
possibilities for its future.”12 Artistic and literary 
works influenced by such feelings of stagnation 
deploy Havana as the most significant symbol of 
the uncertainty that marks Cuban life since the 
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difference between human agents and nature at the 
heart of the Western discourse of modernity. As 
Skvrisky explains, the human inhabitants of a ruin 
“are, by their passive neglect, assisting nature in its 
work”16 rather than fulfilling their task of preventing 
the damaging effects of natural phenomena. In post-
Special Period Cuba, these dilapidated dwellings are 
also powerful indicators of growing social inequality 
and the disenfranchisement of particular groups as a 
result of the nation’s new economic reality. 

In this context, Sandra Gómez’s Las camas 
solas (The lonely beds, Cuba, 2007) lends an eye to 
the marvelous real qualities of life within ruins, 
attributing this “passive neglect” to the Cuban 
government’s failure to protect its most vulnerable 
citizens in the face of a natural disaster. The 
documentary relates the experiences of a group of 
habaneros obliged by their economic conditions 
and by Havana’s housing shortage to reside in a 
building deemed uninhabitable by city officials. As 
hurricane Ivan approaches the island, however, they 
are forced to evacuate the building. Most of this 
information is conveyed through Gómez’s succinct 
voice-over narration which structures the film’s move 
from a general contemplation on natural forces 
to a poignant critique of government inefficiency. 
Instead of verbalizing this denunciation, Gómez 
relies on associational editing that counterposes 
factual descriptions of government policies against 
footage of decaying Havana buildings. These spaces 
reveal the contradictions between the needs of their 
inhabitants and the authority that the state enacts 
upon them. 

The film’s opening sequences move from the 
malecón to the Cuban capitol building. While the 
former reminds us of nature’s destructive powers, 
the latter functions as an emblem of state power 
and the ever-growing dependence on tourism to 
fuel the national economy. The capitol also recalls 
the physical and symbolic repurposing of natural 
and man-made spaces, at times sanctioned by the 
Revolutionary government and at other times 
transgressing its authority. In the background, the 
dilapidated building that serves as the film’s setting 
and subject betrays the disjunctures between official 
discourse and the material realities of most Cubans. 
As we enter the building, the sound of a state radio 
network warning of the severity of the storm locates 
official rhetoric within the home, contributing to the 

vibrant heart of the nation during the colonial and 
republican periods, this view changed after 1950. In 
the spatial discourse of the Revolution, Havana stood 
as a symbol of the issues that had plagued Cuba for 
decades, caused by and reinforcing U.S. control over 
the island. As the home of state power and wealth, 
the city was also the epicenter of corruption and 
decadence. Its growth depended upon the continued 
oppression of the provinces. In contrast, the peasants 
of these rural areas became symbols of a national 
virtue jeopardized by previous regimes and which 
the Revolution sought to rescue. In the aftermath 
of the Revolution, this rhetoric produced, according 
to Velia Cecilia Bobes, Havana’s “guilt complex 
about the countryside.”14 Moreover, to ameliorate 
existing inequalities between rural and urban areas, 
the Revolutionary government concentrated its 
investment and infrastructural development efforts 
on the countryside, particularly the Oriente region. 
After decades of scant infrastructural investment, 
the capital’s decay started to claim the attention of 
government officials. Following a period of physical 
and symbolic restoration, Havana reclaimed a 
dominant position in the social, economic, and 
cultural configuration of the nation.

Marvelous Repurposing of the City

Georg Simmel attributed the anxiety produced 
by the ruin to its unique capacity to confront the 
modern desire for rigorous control over space with 
the inevitable and ungovernable effects of nature on 
our physical realities.15 However, Simmel envisioned 
the ruin as an uninhabited space, paying particular 
attention to the remains of modern infrastructures 
such as deserted factories and commercial centers. 
Several post-Special Period films including Bretón es 
un bebé, Model Town (Laimir Fano, Cuba, 2007) and 
Melaza (Molasses, Carlos Lechuga, Cuba/France/
Panama, 2012) explore the spatial anxiety identified 
by Simmel through a decidedly Cuban index of failed 
modernization: the abandoned sugar mill. As the 
economic crisis forced the government to drastically 
reduce sugar production, the out of commission mill, 
once a pivotal economic and cultural infrastructure, 
comes to symbolize a nation in disrepair. However, 
most representations of Havana focus on inhabited 
ruins, the deteriorated buildings which many 
Cubans are forced to occupy. In contrast to the 
empty ruins, the inhabited ruin challenges the very 
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an aesthetics of repurposing that characterizes Cuban 
cinema since 1959. The material repurposing of the 
national territory by the Revolutionary government 
was paralleled by a symbolic reconstruction of space 
to which cinema contributed greatly. In response to 
the economic and ideological crisis of the Special 
Period, new waves of repurposing and reconfiguration 
of national space are enacted by citizens, the state, 
and a growing number of foreign agents. As Gómez’s 
documentary demonstrates, concurrent acts of 
repurposing through audiovisual representation 
make use of real space as well as previous mediations. 

Tracing recent developments in Chinese cinema, 
particularly the emergence of the so-called Urban 
Generation of filmmakers, Zhang Zhen points to the 
demolition site as a recurring image in postsocialist 
film culture.18 As global capital rapidly transforms 
the landscape of the Chinese city, demolitions 
become a common feature of the urban experience. 
Moreover, as Sheldon Lu explains, “drastic changes 
in the public infrastructure of the city as well
 as in the private space of the home inevitably affect 
the interiority of the subjects whose sense of 
materiality in their living environs is rapidly 
changing.”19 In contrast, the urban ruins in recent 
Cuban films, point to the spatial dynamics of the 
experience of national stasis. While the demolition 
site becomes the physical manifestation of a 
sense of lost history, the ruins of Havana produce a 
hyper-historicity that overwhelms the individual and 
is directly manifested in the surfaces of buildings. 
In both cases, the destruction of city spaces—be 
it through accelerated, man-made machinery or 
by posing no resistance to the effects of time and 
the environment—indicates the complex relationship 
between global subjects and their multiple 
experiences of modernity. If, as Yomi Braester 
argues, demolition “foregrounds the role of 
filmmaking in documenting the present,”20 the 
marvelous reality of Post-Special Period Cuba makes 
evident the role of audiovisual representation as both 
an exploration of the present and a meditation upon 
the past. 

shock of our sudden trespassing upon the residents’ 
private space as it is emptied out and left behind. 
Through short testimonies, the tenants confirm the 
precarious state of the building, already made evident 
by the images on screen. 

One of these quick encounters with the 
evacuating residents reveals the meaning behind the 
film’s title. As the tenants prepare to abandon their 
homes, one of them, a developmentally disabled 
woman expresses concern over the beds that are left 
behind, too big to bring along during an emergency 
evacuation. This woman’s distinct perspective on 
reality marks another significant moment earlier in 
the film, as she becomes the first of the tenants to 
directly confront the camera in a testimonial address. 
“This shit is falling apart,” she exclaims, speaking of 
the building but providing a statement that could 
apply to the nation as presented by Gómez. Las 
camas solas underscores the inadequate measures 
taken by government authorities, which shuffle the 
tenants from one hazardous building to another.

The film’s opening deploys the malecón as 
a temporal bridge, combining Gómez’s footage 
with excerpts of Santiago Álvarez’s documentary 
Ciclón (Cyclone, Cuba, 1963) to foreground the 
shifting relationship between citizens, filmmakers, 
and the state. Ciclón presents the Revolutionary 
government’s efforts to protect citizens from 
natural disasters in a vastly different manner. 
Álvarez shows the measures taken by the state to
 mitigate the impact of the approaching hurricane 
Flora. The film emphasizes the resilience of the Cuban 
people in the face of ensuing crisis. By focusing on 
the Cuban countryside, the film points to a concerted 
state effort to integrate previously neglected rural 
areas more closely with the rest of the nation.17 In 
Ciclón, Cuba prevails against any attack, whether 
natural or human, through a collective endeavor 
coordinated by the new Revolutionary state and 
Fidel Castro himself. By appropriating fragments of 
Álvarez’s film, Las camas solas deploys national history 
in a way that makes the current inadequacy of the 
state all the more damning. This example illustrates 

Bianka Ballina is a PhD student in the Film and Media Studies Department at the University of 
California, Santa Barbara. She earned her M.A. in Latin American Studies at Tulane University in 2013. 
Her research focuses on Latin American culture, Cuban media, and South-South interactions in a post-
Cold War context.



53ON THE FRINGE

BALLINA
Notes

1 Given their prevalence in global media, I focus on depictions of Havana. It is important to note, however, that the marvelous real 
characterizes representations of other parts of the island. Indeed, the marvelous real has contributed to a symbolic decentering of 
Havana and expansion of the nation’s audiovisual map. 
2 Alejo Carpentier, “The Baroque and the Marvelous Real.” 1975, trans. Tanya Huntington and Louis Parkinson Zamora, in 
Magical Realism: Theory, History, Community, ed. Louis Parkinson Zamora and Wendy Faris. (Durham: Duke University Press, 
1995), 107.
3 Alejo Carpentier, “On the Marvelous Real in America.” 1967, trans. Tanya Huntington and Louis Parkinson Zamora, in Magical 
Realism: Theory, History, Community, ed. Louis Parkinson Zamora and Wendy Faris. (Durham: Duke University Press, 1995), 85.
4 Carpentier, “On the Marvelous Real,” 86.
5 Melanie Nicholson, Surrealism in Latin American Literature: Searching for Breton’s Ghost (New York: Palgrave Macmillan, 2013), 
36. 
6 James J. Pancrazio, The Logic of Fetishism: Alejo Carpentier and the Cuban Tradition (Lewisburg: Bucknell University Press, 2010), 
70-71. 
7 Stephen M. Heart and Wen-chin Ouyang, “Introduction. Globalization of Magical Realism: New Politics of Aesthetics,” in A 
Companion to Magical Realism, ed. Stephen M. Heart and Wen-chin Ouyang (Woodbridge: Boydell & Brewer Ltd, 2005), 6-7.
8 Frederic Jameson, “On Magic Realism in Film,” Critical Inquiry 12.2 (1986): 311.
9 Aga Skrodzka, Magic Realist Cinema in East Central Europe (Edinburgh: Edinburgh University Press, 2012), 15.
10 Salomé Aguilar Skvirsky, “The Postcolonial City Symphony Film and the ‘Ruins’ of Suite Habana.” Social Identities 19.3-4 
(2013), 424. 
11 Cynthia M. Tompkins, “Montage in Fernando Pérez Valdez’s Suite Habana (2003),” Confluencia 26.2 (2011): 34. 
12 Anne Birkenmaier; Esther Whitfield. “Introduction: Beyond the Ruins.” Havana Beyond the Ruins: Cultural Mappings after 
1989. Ed. Anke Birkenmaier and Esther Whitfield (Durnham: Duke University Press, 2011), ebook.
13 Rafael Rojas, “The Illegible City: Havana After the Messiah.” Havana Beyond the Ruins: Cultural Mappings after 1989. Ed. Anke 
Birkenmaier and Esther Whitfield (Durnham: Duke University Press, 2011), ebook.
14 Velia Cecilia Bobes, “Visists to a Non-Place: Havana and Its Representations.” Havana Beyond the Ruins: Cultural Mappings 
after 1989. Ed. Anke Birkenmaier and Esther Whitfield (Durnham: Duke University Press, 2011), ebook.
15 Georg Simmel, “The Ruin,” in Essays on Sociology, Philosophy, and Aesthetics, ed. Kurt H. Wolff (New York: Harper Row, 1965), 
259. 
16 Skvrisky, 430. 
17 John Mraz, “Santiago Álvarez: From Dramatic Form to Direct Cinema,” in The Social Documentary in Latin America, ed. Julianne 
Burton (Pittsburgh: University of Pittsburgh Press, 1999), 135. 
18 Zhang Zhen, “Introduction: Bearing Witness: Chinese Urban Cinema in the Era of ‘Transformation,’” in The Urban Generation: 
Chinese Cinema and Society at the Turn of the Twenty-First Century, ed Zhang Zhen (Durham: Duke University Press, 2007), 35.
19 Sheldon H. Lu, “Tear Down the City: Reconstructing Urban Space in Contemporary Chinese Popular Cinema and Avant-
Garde Art,” in The Urban Generation: Chinese Cinema and Society at the Turn of the Twenty-First Century, ed Zhang Zhen (Durham: 
Duke University Press, 2007), 38-39.
20 Yomi Braester, “Tracing the City Scars: Demolition and the Limits of Documentary Impulse in New Urban Cinema,” in The 
Urban Generation: Chinese Cinema and Society at the Turn of the Twenty-First Century, ed Zhang Zhen (Durham: Duke University 
Press, 2007), 161.


