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Abstract 

 

This thesis explores Slow Cinema as a form of quiet resistance to contemporary cultures 

of acceleration through carefully designed mise-en-scène and sustained duration. As life 

is increasingly shaped by speed and efficiency, cinema has mirrored these changes 

implementing rapid editing and spectacle. Drawing primarily on Byung-Chul Han’s 

(2015) exploration of “burnout” provides a framework for understanding these changes. 

By situating this thesis within this cultural context, the research considers how slow 

cinema disrupts linear time and space and offers an alternative affective experience that 

encourages contemplation, relaxation and stillness as a response to the exhausting, 

pressurised current cultural condition.  

 Through a visual analysis of Goodbye, Dragon Inn (2003) directed by Tsai 

Ming-liang, this thesis examines how production design creates interstitial spaces that 

function as temporal containers, allowing time to be layered, felt and experienced rather 

than simply passed through. It aims to approach slow cinema through three interrelated 

and combined analytical angles; time, space, and affect.  

 The question of time is informed by Gilles Deleuze's concept of the “time-

image” (Deleuze, 1989b), complimented by the writings of filmmaker Andrei Tarkovsky 

and his opinions on cinema’s unique connection to time (Tarkovsky, 1986).  

 The analysis of space and mise-en-scène is drawn from Michel Foucault's theory 

of “heterotopias”: where multiple temporalities coexist and time is stretched within them 

to position space as the primary driver of meaning (Foucault, 1984). 

 The exploration of affect is discussed through a broader cultural lens, using 

Han’s (2015) critique of contemporary acceleration, with further discussions from 

Andrei Tarkovsky and Paul Schrader. Together, these perspectives provide an analytical 

foundation for how slow cinema uses duration and production design to communicate 

embodied emotion, and how this fills a gap and works as a quiet response to 

contemporary, fast-paced culture. 

 Ultimately, this thesis situates slow cinema within the broader cultural 

experience of acceleration, while acknowledging production designers’ role in 

facilitating cinematic resistance through carefully curated design. It demonstrates how 



   
 

  
 

slow cinema offers an alternative form of spectatorship that reshapes the present and 

gestures towards a future of cinematic slowness, emotional resonance and a resistance to 

burnout.  
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Introduction 

 

This thesis emerges from a growing curiosity about Slow Cinema and how it can act as a 

resistance to the pressures of contemporary society. The focus of this thesis is on 

exploring how film designers purposely extend duration and carefully compose a mise-

en-scène to reshape viewers’ emotional experiences. It investigates how slow cinema 

can make us feel time. By manipulating cinematic time and space, slow cinema’s 

technical conventions allow viewers to be present, calm and contemplative within our 

accelerated society. Slow cinema has frequently been theorised philosophically, but in 

my opinion its spatial and material design that facilitates duration is underexplored. I 

intend to explore this gap through this research. 

 The term “cinema of slowness” was first coined by Michel Ciment (2003) 

speaking at the 46th San Francisco International Film Festival, while making clear his 

distaste for the “bombardment of sound and images” in contemporary films, he noted a 

return to films “of contemplation” (Ciment, 2003, cited in Tuttle, 2006). 

 My introduction to slow cinema was during a four-day masterclass with director 

Tsai Ming-liang on an Erasmus exchange programme in Prague. Many of his films were 

screened starting as early as 9am, continuing for long stretches of time. The first of these 

being his 2003 film Goodbye, Dragon Inn. As a socially exhausted student, my initial 

reaction to these films were that they were mentally and physically draining. I drifted in 

and out of sleep only to wake up on the exact same scene and realise that I had not 

missed anything crucial to the narrative. At first, I found this amusing, but in retrospect 

it was profoundly revealing.  

 In the following days, Ming-liang’s films remained unusually present in my 

mind. However, unlike how I was used to, what lingered was the images and their affect, 

not the plot. I was forced to reflect deeper than I had with films before. Here I realised 

the true effect of cinema as a medium capable of shaping experience through duration 

and mise-en-scène.  

 On the final day, there was a question-and-answer session with Ming-liang. At 

the time, I felt I lacked the knowledge to ask a question. Ironically, now I find myself 
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filled with questions I wish I had asked. This brilliantly mirrors the temporal structure of 

slow cinema itself; meaning unfolding long after the initial viewing experience. 

 Watching these films was an emotionally profound experience for me. I was 

fascinated by their ability to allow me to feel time. The power of slow cinema is its 

deeply self-reflective nature and its ability to facilitate true present time. Rather than 

being force fed narratives or emotions like in mainstream films, slow cinema allowed 

me to embody the present moment and formulate my own deep thoughts. I was 

captivated by its capacity to slowly but surely seep into my thoughts over time. It is 

through these feelings that the relevance of slow cinema as an experiential alternative 

and resistance to contemporary life became clear to me. 

 The aims of this research is to demonstrate how designed cinematic space, 

particularly in isolated, urban environments facilitates extended duration and temporal 

suspension. Furthermore, I will discuss the ways in which slow cinema is currently 

being utilised in contemporary cinema and look to the future possibilities of slow 

filmmaking. As a production design student, slow cinema has profoundly shaped how I 

imagine my future practice. On a personal note, I strive to create environments that 

shape perception and create true meaning. I believe finding the balance between fast-

paced media and slow cinema in future filmmaking will allow for the benefits to be 

widely experienced and preserved over time.  

 This thesis seems particularly relevant at present as we are fundamentally 

consumed by a contemporary acceleration culture and are lacking true moments of calm 

and presence. In a society driven by overstimulation and productivity I have found 

myself justifying spending time “indulging” in leisurely, “unproductive” media. I am 

part of the liminal generation which grew up in and were forced to adapt to the rapid 

acceleration of digital culture. This personal experience became my main motivation to 

research this topic. Thus, this research questions the role of slow cinema and its ability 

to directly confront these worries and discuss where it positions itself as a form of 

resistance within the first quarter of the 21st century.  

 This research aims to understand this resistance through existing scholarship and 

draws on critical theorists such as David Bordwell, Byung-Chul Han, Gilles Deleuze, 

Michel Foucault, Paul Schrader and Andrei Tarkovsky. 
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 David Bordwell is situated at the core of classic film studies. Drawing on his 

works regarding the hierarchy of the mise-en-scène and visual style in filmmaking will 

help to inform my analysis. His ideas have clearly influenced the contemporary theorists 

and filmmakers that I discuss, which shows how foundational film studies inevitably 

shape modern cinema. Acknowledging this influence recognises how the past influences 

the present and future concerns, which themselves are altered by changes in society. My 

own research is similarly informed by these societal changes and foundational concepts 

of the past. 

 Byung-Chul Han’s The Burnout Society (2015) critiques the constant 

acceleration and the self-exploitation of modern life. His ideas provide a direct contrast 

to the deliberate slowness of slow cinema. His concepts like the “achievement-subject”, 

the loss of “between-times” and the generative potential of “boredom” help frame why 

slow cinema techniques are increasingly meaningful. His work provides this framework 

to discuss how the design of slow cinema resists contemporary acceleration and offers 

space for deep cinematic emotional engagement. 

 Andrei Tarkovsky’s insights into the true “power” of cinema lying in its ability 

to “sculpt time” are intrinsic to the thoughts outlined in this thesis. According to 

Tarkovsky (1985), this sculpting can deepen and strengthen a person's lived experience, 

and this is what makes cinema special. Tarkovsky’s foundational cinematic ideas are 

valuable to discussions in framing slow cinema as a temporal art form. 

 Cinema 2: The Time-Image by Gilles Deleuze (1989b) is relevant because it 

shows how cinema alters perception and attention through the manipulation of time. The 

“crystal-image” showcases multiple temporalities coexisting to create reflective 

moments for the viewer. His concepts of “loosening” the “sensory-motor-schema” of 

mainstream films and “false movements” inform how slow cinema disrupts conventional 

habits of movement and ways of seeing. His thoughts inform my discussion on how the 

design of slow cinema can heighten awareness, evoke deep thought and focus on being 

present in time. 

 Michel Foucault’s essay on Heterotopias (1984) frames space as relational, 

layered with multiple temporalities and governed by its own unique set of rules. When 

these rules are disrupted in film through unconventional movement or set design, the 
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perception of space and time shifts. This supports my thesis by showcasing how slow 

cinema filmmakers design complex spaces that shape emotional experience.  

 These frameworks help inform the design of cinematic space and its capacity to 

alter the viewer’s experience of time. This thesis utilises the above theories to better 

understand how production design can facilitate slow cinema. This approach situates 

slow cinema within broader cultural issues and enables the exploration of film form in 

shaping emotional perception within the context of societal acceleration.  

 In this thesis, I argue the importance of the designers contributing to filmmaking 

by translating overarching theoretical frameworks into spatial design. My approach is to 

address this disconnect through a detailed visual case study of Goodbye, Dragon Inn 

(2003) and its formal design choices.  

 Goodbye Dragon Inn was released at the turn of the century in 2003, and 

interestingly, emerged right at the precise moment when cinema was undergoing major 

transformation. This makes this film compelling for analysis not only for its slowness, 

but how it transforms space into a reflection of the fragility of cinema itself. It operates 

as a film-within-a-film, foregrounding present spectatorship while mourning the erosion 

of communal cinema culture in the digital age. Set in a dilapidated theatre in Taipei, 

Goodbye Dragon Inn (2003) follows a disabled ticket checker as she performs her duties 

on the last night of screening. The film is comprised of impossibly long static takes that 

observe her walking through the corridors of the empty theatre. Ming-liang cleverly 

designs a space which contains multiple temporalities at the same time. This temporal 

layering aligns with the theoretical frameworks explored in this thesis. The theatre 

functions as both setting and subject. Taiwanese director Tsai Ming-liang builds on 

Yasujiro Ozu and Andrei Tarkovsky’s formal slow techniques in Goodbye Dragon Inn 

(2003). Its reflexive structure, long static takes, carefully designed space and slow-

drifting characters make it an ideal case study for understanding how designing slowness 

can be a mode of resistance in an accelerated society. 
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Figure 1: “Do you know this theatre is haunted?” Goodbye, Dragon Inn (Ming-liang, 

2003). 
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Chapter One: The Pressure of Time 

 

Rosa (2013) argues that acceleration is a driving force of modernity, and the very 

mechanisms designed to enhance human freedom have become the uncontrollable force 

that dictates the conditions of modernity. It didn’t just change what we do, it changed 

how fast we live. This chapter addresses how this acceleration has fundamentally altered 

the perception of time, space and social structures. This chapter discusses the search for 

alternative forms of media and the rise of slow cinema as a response to this acceleration.  

 

1.1 External Conditions: Modernity, Acceleration & Globalisation 

 

Following the second world war, America emerged as a global superpower. Modernity 

intensified as industrialisation, mass production and technological advances reorganised 

social life around productivity and efficiency (Giddens, 1990). Although these changes 

initially promised greater freedom and stability, Han (2015) argues they also increased 

the desperate pressures of productivity and adaptability; conditions that slow cinema 

later react against. Rosa (2013) argues that this acceleration was propelled by Benjamin 

Franklin’s infamous phrase, “Time is Money” (Franklin, 1748, cited in Rosa, 2013, pg. 

162) where time becomes economised and measured. This reorganisation of time 

reorientated how people experience duration and shaped both urban space and media. As 

life became suffocated by efficiency and productivity, these urban spaces became 

shaped by these capitalist values and were designed to support this efficiency and speed.  

 Simultaneously, the rapid digital acceleration and technological advances 

changed how people consumed media. As media later shifted towards digital domestic 

environments there was a decline in traditional cinema viewing as the dominant 

entertainment experience (Sontag, 1996). Older cultural spaces of connection gradually 

became marginalised and obsolete, creating a cultural yearning for a time gone by. Rosa 

describes this curious paradox where “we don’t have any time although we’ve gained far 

more than we’ve needed before” (2013, pg. 35).  

 Although modernity is often discussed through a Western lens, this logic 
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expanded globally, with a similar acceleration in East Asia. In the 1970s, Western 

capitalism expanded to East Asia, where mass production was outsourced to sustain the 

demand and pace, first to Hong Kong, and eventually to Taiwan, China (Gibson, 2014). 

Asian cities such as Taipei began to modernise quickly, leading to a similar adoption of 

accelerated urban architecture. Populations became denser, architecture grew vertical 

and visually saturated media became immersed in urban spaces through advertising and 

billboards, embedded on the architecture itself.  

 It is within these accelerated urban spaces that Tsai Ming-liang’s slow cinema 

emerges. His films directly resist the temporal pressures of modernity. Slow cinema 

reclaims time from acceleration and offers respite, while being depicted within the very 

spaces shaped by modern acceleration.  

Figure 2: Everyday life in Taiwan, 1971-72 (Meyskens, 2026) 
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Figure 4: Taipei Ximen Roundabout, 1978 (Reddit, 2026) 

Figure 3: Taipei Taiwan, February 1990 (Flickr, 2007) 
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1.2 Internalisation: Burnout 

 

While Rosa (2013) defines acceleration as a temporal condition of modern life, Byung-

Chul Han examines how this acceleration is individually internalised and felt. In The 

Burnout Society (2015) and Psychopolitics (2017b), Han argues that neoliberal power no 

longer operates solely through external repression, and instead through internal 

psychological regulation and self-optimisation. Han’s “achievement-subject” is 

produced when their supposed freedom becomes an internal obligation for optimisation 

and performance instead of rest or play (Han, 2015, pg. 8). Truely, this “freedom” is 

self-exploitative and creates an intrinsic aggression that produces self-inflicted 

psychological abuse and “burnout” (Han, 2015, pg. 7).  

 According to Han, this condition erodes the possibility for moments of 

interruption or pause. Current globalised media culture normalises and pushes people to 

remain constantly productive, multitask and chase the next best distraction. It has 

rewired how we consume media; streaming a film while scrolling on TikTok, listening 

to a podcast while on a walk. Even acts of leisure are now mixed with and consumed by 

productivity and achievement. These common practices keep our attention fragmented, 

perhaps for fear of boredom as something that cannot be monetised. The constant strive 

Figure 5: Hong Kong in 1990 (Wordpress, 2026) 
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for multitasking fills every gap with activity. Han’s explanation and diagnosis here 

identify the cultural issue at hand: “Today we live in a world that is very poor in 

interruption; ‘betweens’ and ‘between-times’ are lacking. Acceleration is abolishing all 

intervals” (Han, 2015, pg. 22). Han implies our contemporary society does not allow for 

temporal gaps that foster thought and rest. Crary (2013) further contextualises this 

phenomenon describing the collapse of the work/life/rest balance. According to Han 

(2015), this strive for multitasking is an epidemic in our society causing multiple 

negative effects such as stress, reduced depth of processing and a lack of focused 

attention. Seen through Han’s lens, the contagion of constant activity and mixing work 

with leisure, leaves no space for the “between-times” that sustain contemplation and 

presence (Han, 2015, pg. 22). Han (2015) outlines the need for slowness and boredom, 

which he believes is necessary for creativity and true freedom. 

 Globalisation intensifies the pressure of the acceleration Rosa and Han talk about 

in their respective work. Production and consumption now operate on a global clock, 

collectively increasing pressures worldwide. These processes collapse spatial and 

temporal distance, creating a globally shared pace of life. This temporal burnout 

condition reshapes attention itself.  

   

1.3 Cinema Under Acceleration  

 

Cinema itself has not dodged the pressures of acceleration and globalisation. The 

demands of accelerated global audiences encourage the production of attention-grabbing 

films with fast editing, spectacle and plot driven narratives (Flaxman, 2000). Bordwell 

(2007) observes, Hollywood’s classical and post-classical styles have successfully 

created a high functioning formula where the audiences’ attention is sustained 

throughout. Bordwell (2007) notes how these films mirror our acceleration culture, 

dominate contemporary cinema and condition viewers to expect quick editing and 

constant, action-packed sequences. Blockbuster films in particular function to maintain 

audience perception and engagement through tight timelines and visual extravaganzas. 

Research carried out by Cutting (2016) found that the average shot length in 
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contemporary film is under 2.5 seconds. 

 Globalisation has also influenced style in non-Western film industries that 

increasingly adopt Western techniques associated with the success of Hollywood. The 

hugely successful Indian Bollywood films combine rapid editing, high intensity story 

lines and spectacle to capture audience engagement. Chinese wuxia films and Japanese 

anime incorporate high-intensity, dynamic fight choreography and camera work. These 

cross-cultural examples illustrate the global impact of acceleration and temporal 

pressures. Essentially, these conventional cinematic techniques reinforce acceleration by 

embedding the rapid globalised rhythm of society directly into visual and media culture. 

   

1.4 Loss of Culture & Temporal Dislocation 

 

It is important to acknowledge that historically, certain East Asian traditions have 

influenced attentiveness to duration and pause. For example, Lucken and Rosen (2021) 

write about the Japanese aesthetic technique of ‘ma’ (間) that highlights the importance 

of pausing and focusing on the quiet moments, moments between things happening, 

where nothing happens, where time can stand still. Similarly, the Chinese tradition of 

Daoism - living in harmony with the ‘Dao’ (道) emphasises aligning with the natural 

rhythms of life to find balance and develop inner peace (Hansen, 2025). These temporal 

methods have historically privileged stillness and repetition and offer an interesting 

contrast to the experience of acceleration and modernity. Ironically, cultures with long 

standing attentiveness to slowness and spatial awareness now participate in systems that 

actively erode them. Yet it is important to recognise that Asia is not simply passive in 

this process (Appadurai, 1996). Over time, contemporary urbanisation and globalisation 

have disrupted these practices. As accelerated media consumption has become 

normalised and expected, the conventional, idealised Hollywood cinematic techniques 

are adopted globally across East Asian cinema. The adoption of these techniques show 

East Asia’s ironic active participation in this breakdown of their own historical 

approaches to temporality. 

 As Appadurai (1996, pg. 33) argues, globalisation exists through overlapping 
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“scapes” of movement of people, media and economy rather than one stable process. 

These scapes move at different speeds causing a cultural dislocation. This displacement, 

he argues can lead to a loss of tradition. As a result, there is an emotional undercurrent 

of melancholy, loss and nostalgia for a previous, slower way of life. The juxtaposition 

between these historically embedded traditions and the new fast-paced bustling cities, 

underscore the cultural significance of the strive to create media as a resistance to this. 

One which reclaims duration and space as an emotional opposition to the overbearing 

acceleration of the 21st century.  

 

1.5 The Response: The Search for Alternative Temporalities 

 

In both Western and non-Western contexts, cinema has adapted to pressures to fit the 

temporal norms of the time, which has in turn caused decreased attention spans, burnout 

and a constant strive for rapid efficiency (Han, 2015). The resulting tension between 

historical approaches to time and contemporary urban life calls attention to the cultural 

and emotional consequences of modernity. It is therefore no wonder that there is a 

demand for alternative approaches to media.  

 This search highlights the emergence of slow cinema as a response to these 

conditions, resisting speed, efficiency and constant stimulation, as described by de Luca 

and Barradas Jorge (2015). Flaxman (2000) argues slow cinema filmmakers treat time 

itself as the central element of the film. It developed as a shared response to these 

temporal conditions and is enabled through festivals and art cinema spaces. By refusing 

speed and spectacle, it intentionally reintroduces the “between-times” that Han (2015) 

identifies are supressed in contemporary life. It actively opposes globalised media 

culture and reclaims simple duration as a space to inhabit, reflect on and experience time 

itself. 
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1.6 Slow Cinema as Resistance 

 

The relevance of slow cinema has sparked controversial discourse, with the term “slow 

cinema” becoming popular among film critics in 2010 after several critical articles and 

debates in Sight & Sound, with James (2010) accusing it of demanding too much of our 

“precious time” (de Luca & Barradas Jorge, 2016). Although slow cinema filmmakers 

hail from different countries, cultures and genders and can be seen as experimental and 

free form, there is a reason they are grouped together. Using Bordwell’s words, what 

“ensemble of concrete choices” consistently make these films slow? (Bordwell, 2007, 

cited in de Luca and Barradas Jorge, 2016, pg. 29)  

 Slow cinema is a cinema of carefully designed conditions that allow slowness to 

function affectively. In contrast to contemporary mainstream movies, de Luca and 

Barradas Jorge believe slow cinema “makes time noticeable in the image and is 

consistently felt by the viewer” (2016, pg. 30). Filmmakers such as Yasujiro Ozu and 

Andrei Tarkovsky can be seen as the important precursors to slow cinema, who laid the 

groundwork for this style that foregrounds duration and stillness (Schrader, 1972). 

 Arguably, the most recognised trait of slow cinema is the deliberate slow pacing. 

The experience of time is emphasised, rather than the rapid passage of time, allowing 

time to be felt not measured, focusing on unnoticed moments, forcing the viewer to slow 

down and sit with their emotions. 

 Extended takes and minimal editing are employed to embody contemplation. 

This is achieved by showcasing a disjunction between shot duration and visual content. 

The lingering shots are unusual and unexpected as viewers are conditioned to expect 

quick cuts (Bordwell, 2007). The viewers are invited to lean into the film, embody it, 

and be brought to another level of consciousness (Schrader, 1972).  
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 Slow cinema focuses on everyday laborious tasks, to reveal the truth of human 

existence beyond superficial action or spectacle. Viewers observe and understand what it 

really means to be human, through an adherence to realism. The camera often sits 

Figure 7: Jeanne meticulously preps and peels potatoes in real-time in Jeanne 

Dielman, 23, quai de Commerce, 1080 Bruxelles, 1975 (Ackerman, 1975) 

Figure 6: Nine-minute continuous shot of Gorchakov carrying a lit candle across 

an empty pool in Nostalghia (Tarkovsky 1983) 
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statically locked off employing an observational composition, creating distance between 

the object and spectator. It is a cinema of surveillance.  

 Muted lighting and colour palettes are used to create a sustained visual and 

spatial suspension. Naturalistic, diffused lighting are often the dominating design choice. 

Black and white or monochrome colour palettes are a recurring visual style. These 

techniques soften contrasts and flatten the composition. By reducing the visual hierarchy 

in the frame, the mise-en-scène enhances sustained attention by reducing rapid eye 

movements across the screen (Bordwell, 2018).  

  

Figure 9: Monochrome colour palette in Nostalghia (Tarkovsky, 1983) 

Figure 8: Black and white colour palette in Andrei Rublëv (Tarkovsky, 1966) 
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 Natural elements such as water, rain and weather have been used since the first 

slow cinema films as a recurring cinematic material reflecting interior states visually and 

spatially. The filmmaker forces attention on the mundane, stark reality through the 

symbolism of these natural overwhelming elements. As these elements gradually erode 

Figure 10: Water as a pervasive element in Stalker (Tarkovsky, 1979) 

Figure 11: Water leaks through ceiling emphasising decay of structure in 

Stalker (Tarkovsky, 1979) 
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these man-made structures, they produce a durational experience in which time seeps 

through space, memory pools and meaning emerges through sustained observation. 

These elements interrupt control and structure, and a calmness emerges from the gradual 

surrender to rhythms beyond human control. Similarly, these elements can symbolise a 

new beginning and create a feeling of hope as it washes away the past.  

 Finally, a lack of dialogue or narrative is a critical aesthetic of slow cinema. The 

viewer is left with no guide on what emotions they should be feeling. Instead, they are 

isolated in formulating their own reactions.  

  In contrast to mainstream cinema, the lingering and designed mise-en-scène 

forces the viewers to experience the passage of time instead of watching events unfold. 

According to Schrader (2018), the design approach of slow cinema filmmakers 

transforms the act of watching into a mechanism for contemplation and understanding, 

creating a reflective and transcendental experience from slowness. 

 It is a refusal of Franklin’s (1748) capitalist idea that every second of time must 

be productive or useful. It does the opposite of self-optimise, in fact, it intentionally 

wastes time. Andrei Tarkovsky (1985) argues, that by eschewing the conventional plot 

narrative, the need for goal orientated viewing is removed. Slow cinema refuses to be 

viewed in fragments and thus forces undivided attention.  The carefully composed mise-

en-scène and extended long takes removes the habitual impulse to consume media 

quickly (Tarkovsky, 1985). It pauses instead of performs.  

 For an audience accustomed to constant stimulation, rapid editing and speed, 

slow cinema can be confronting or “boring”. But as Odell notes “sometimes it’s good to 

be stuck in the in-between, even if it’s uncomfortable” (2019, pg. 10). At a time where 

media is instant and overwhelming, a cinema designed to champion stillness, pause and 

silence has gained a renewed appreciation and relevance. It is exactly this boredom that 

these directors strive for. It is in this discomfort that something begins to shift.  

 Han (2015) describes deep boredom as a deeply restful and productive mental 

state. “If sleep represents the high point of bodily relaxation, deep boredom is the peak 

of mental relaxation. A purely hectic rush produces nothing new.” (Han, 2015, p. 13). 

Han draws on Walter Benjamin’s metaphor of boredom as a “grey fabric… we wrap 

ourselves when we dream.” (Benjamin, 2002, pg. 105-6, cited in, Han, 2015, pg. 13). By 
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associating boredom with fabric, it becomes warm, full and cosy, and when our mind 

enters this state, it creates new patterns of imagination. Essentially, something seen as 

empty or bleak can in fact contain a rich inner life if given the attention and duration to 

understand it. Han (2015) believes that sitting in this boredom can be a valuable resource 

to us in our fast-paced repetitive and unimaginative society. Slow cinema cultivates this 

boredom that Han and Benjamin defend in their respective work. Its focus on mundane, 

“boring” tasks turn these between tasks into ones that deserve and demand attention. It 

creates the perfect conditions for this boredom to be utilised to experience deep 

associative thought and reemerge refreshed. Therefore, the viewer who succumbs to 

Han’s “self-exploitation”, needs the cinematic pauses and temporal stillness prevalent in 

slow film (Han, 2015). In a world absorbed by overstimulation and productivity, the 

simple act of doing “nothing” becomes quite radical.  

 Parallel to this boredom, these techniques decelerate perception and relax the 

body and mind into a near-sleep state. Many slow cinema directors have previously 

noted this phenomenon. Slow cinema director Abbas Kiarostami remarked: 

Some films have made me doze off in the theatre, but the same films have made 

me stay up at night, wake up thinking about them in the morning, and keep on 

thinking about them for weeks. (Kiarostami, 1997)  

 

 Similarly, slow cinema director Apichatpong Weerasethakul claims “sleeping 

and films are like twin realities” (Zhou, 2022). These directors' paradoxical thoughts 

reframe dozing and sleep during a film as a form of strategy rather than a failure. 

Phenomenologically, this near sleep state is not really disengagement, but a shift to a 

different consciousness altogether. The meaning is placed in delayed emotional and 

intellectual resonance rather than immediate stimulation. Images and their effects are 

embedded into the viewers memory. As Han (2015) notes, withdrawing into the depths 

of the mind can allow for complete rest and rejuvenation. In this way, slow cinema 

challenges assumptions that media must be energetic and fast to capture and sustain 

engagement, and instead presents it as a medium that lingers, haunts and reveals its 

significance over time.  
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 The production designer is critical in constructing the visual density, atmosphere 

and spatial composition of a film. There is the capacity for them to operate at the direct 

intersection between research, theory and material practice. Through their practice they 

do not have to simply create aesthetic backdrops and environments, they can actively 

materialise critical thinking and philosophy. Arguably, designers are extremely 

intentional in manipulating cinematic space to reflect broader cultural concerns or 

characters emotions. If contemporary culture compresses time, the slow cinema 

production designer can position cinematic design as a counter practice to this 

acceleration. Space can therefore be designed to slow perception. Thus, production 

design carries an important weight. It can reinforce the broader cultural concerns of 

acceleration, or it can resist it.  
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Chapter Two: Theoretical Frameworks – Time, Space & Affect 

 

Appreciating slow cinema requires an understanding of the ways in which time and 

space can contribute to experiencing mise-en-scène as an emotional experience. The 

following theoretical frameworks offer tools for analysing how production design and 

temporal rhythm work together to shape the viewers perception and experience.  

 

2.1 Andrei Tarkovsky 

 

Tarkovsky (1985) argues the power of cinema lies in its ability to “sculpt in time”. He 

proposes the lengthening of cinematic moments allows time to be experienced by 

viewers as something tangible and sensorial rather than an invisible vessel for the 

narrative and action to take place. As Tarkovsky (1985) noted over forty years ago, 

cinema holds a unique power in that it remains a medium that captures time in a shared 

space. Unlike the “bombardment” of short-form content that is common today, cinema 

has a unique capacity to offer sustained duration and immersion regardless of the style 

of filmmaking. By simply spending time sitting in a theatre or at home watching a film, 

cinema immerses viewers in a variety of worlds and emotions. As Tarkovsky wrote: 

I think that what a person normally goes to the cinema for is time: for time lost or 

spent or not yet had. He goes there for living experience; for cinema, like no 

other art, widens, enhances and concentrates a person's experience—and not only 

enhances it but makes it longer, significantly longer. That is the power of 

cinema. (Tarkovsky, 1985, p. 63) 

          

 Through Tarkovsky’s perspective, in an age of acceleration, cinema's innate 

ability to encapsulate us and let us sit in the present moment has become its most vital 

contribution to society. Although slow cinema has not invented this capacity, it has 

revealed and intensified something that has always existed as a powerful medium 

capable of capturing this attention. 

 Time in Tarkovsky’s sense, becomes the primary material of the medium. Slow 

cinema deliberately extends this sculptural duration. Long takes focusing on mindless 
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gestures within static compositions and carefully designed spaces through lighting, 

colour and minimal decaying architecture allow duration to unfold without the need for 

narration. These formal techniques become the director's chisel in the sculpture of the 

film, capturing real, unhurried time. These strategies shift attention from anticipating 

what happens next, to how it happens. As a result, slow cinema forces the viewer to 

inhabit a moment rather than skip forward through it. Slow cinema recognises 

Tarkovsky’s compelling claim that this kind of film’s power lies in turning simple 

spectatorship into a reflective and mindful experience of time itself.  

 

2.2 Paul Schrader 

 

Paul Schrader provides an important framework to understand how duration and formal 

restraint produce affect without the need for narrative emphasis. Schrader (1972) 

examines how stylistic restraint, slowness, and spiritual austerity create a uniquely 

cinematic sense of transcendence by rejecting conventional cinematic techniques. 

Central to his thoughts is a move towards stasis and stillness to open space for reflection. 

 Schrader (2018) expands on his prior arguments, acknowledges its evolution, and 

revises his scope, recognising slow cinema as akin to his “transcendental style”, creating 

a contemplative experience through slowness. However, he distinguishes them as less 

spiritual or religious and as more concerned with affective temporal experience. 

 Although he writes mostly on form and duration, his arguments can be expanded 

to spatial design. Through Schrader’s lens, production design becomes affective through 

what it refuses to show. These deliberate techniques alienate the viewer and force them 

into a contemplative state. Withholding ornamentation and narrative excess moves 

audiences toward a deeper engagement and awareness of time, positioning it as an 

aesthetic resistance of acceleration. 
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2.3 Gilles Deleuze 

 

Deleuze's Cinema 2: The Time-Image (1989b) provides a useful lens for understanding 

the effectiveness of duration and stillness in film and how slow cinema disrupts 

conventional narrative. Deleuze (1989a) draws on Bordwell and Thompson’s argument 

that mainstream or “movement-time” films habitually operate on a conventional “cause-

and-effect” logic, where perception leads directly to action (2013, pg.73). This is 

organised through “rational cuts” to keep the film fast and logical (Deleuze, 1989b, pg. 

213). In contrast, “time-image” cinema emerges when these conventions have been 

“loosened”, and perception is no longer immediately translated into action. Here, time 

becomes directly perceptible. This is what Deleuze refers to as spending “a little time in 

the pure state” (1989b, pg. 8) where “time is no longer subordinate to movement” 

(1989b, pg.143). In this loosening, Deleuze argues that movements that no longer rely on 

causal necessity produce what he calls “false movements”: gestures or durations that 

seemingly go nowhere and actively oppose plot driven movement (1989b, pg. 8). The 

meaning and significance therefore come from the duration and time spent with them, 

rather than narrative progression. Time here becomes an element shown, inspected, and 

discovered by the viewer. 

 Slow cinema directly utilises and exploits this logic through long takes, static 

framing and repeated mundane gestures that convert chronological time into lived, 

experiential time. Slow cinema frees the spectator from anticipation and instead forces 

viewers into a contemplative state where time is felt not measured. Every gesture, no 

matter how small, and every long duration appears heightened and becomes charged 

with meaning (Deleuze, 1989b). This temporal suspension is a crucial element of slow 

cinema.  

 Deleuze (1989b) draws on Bergson’s (1896) concept where time “splits” into 

two states yet remain connected. This is what he calls the “crystal-image” (1989b, pg. 

82). This is the cinematic manifestation of where the actual (present time) and the 

virtual (past time) become so intertwined that they become indistinguishable to each 

other. His theory clarifies how extended, built-up duration allows multiple temporalities 

to exist within a single shot: what has happened in the past, what is unfolding in the 
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present and what is simultaneously preserved from the past (Deleuze, 1989b, pg. 82).  

 Ultimately, when the conventional pace of film slows down, viewers focus on 

their perception and become aware of the past that lingers and haunts the present. In 

extended takes, space becomes layered with virtual time in the form of accumulated 

echoes, memories, dreams, gestures, etc. allowing the mise-en-scène to communicate 

emotional states. The production design only reflects these psychological states because 

of this facilitated extended duration and its accumulated emotions. Deleuze’s perspective 

here is acknowledged in relation to the design of temporal suspension, and mise-en-

scène. In this way, time seems like a physical presence or materialistic thing rather than 

something invisible.  

 

2.4 Michel Foucault 

 

Foucault's’ concept of “heterotopias” is particularly useful to understand the use of space 

within slow film. He argues each space has its own function, logic and history and the 

meaning comes from relations of various things in the space and what happens inside it. 

 He reframes classic mise-en-scène, shifting the focus from a simple visual 

arrangement of the set, props and actors to a place where the same physical room 

functions differently depending on choreography of movement, social rules, duration 

and proxemics. This understanding can effectively transform filmic spaces into a unique 

“heterotopic” space. In the case of slow cinema, this relational logic has the capacity to 

activate physical spaces and to stretch time in space. By breaking the norms of 

conventional spaces through idiosyncratic movements and relations, expectations are 

subverted, and the perception of time is altered. Liminal, empty, oversized 

environments, exaggerated distances between characters and minimal repetitive gestures 

reorganise spatial relations and evoke a feeling of otherness (Foucault, 1984). These 

spaces feel “other” because they disrupt expected rhythms of movement and use. The 

viewer therefore experiences space relationally and not just as a visual backdrop. This 

manipulation of time and space forces the viewer to pause, notice and feel things 

normally missed in faster media. Designing these heterotopic, liminal spaces can control 
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pace of perception and encourages reflection and emotional engagement. 

 Foucault’s observation that heterotopias are “capable of juxtaposing in a single 

real place several spaces, several sites that are in themselves incompatible” (1984, pg. 6) 

is particularly resonant in a cinema space, where a spectator occupies a fixed position in 

the auditorium where “on a two-dimensional screen, one sees the projection of a three-

dimensional space” (1984, pg. 6). The space is designed to make emotions more 

perceptible by reorganising these spatial relations. This spatial layering in slow cinema 

is exposed through its sustained duration. Production design therefore shapes emotional 

perception by constructing these relational spaces that stretch time, heighten awareness 

of isolation and distance and encourage calmness and contemplation.  
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Chapter Three: Goodbye, Dragon Inn (2003) Image Analysis 

 

This chapter acknowledges the role of production design in combining theoretical 

frameworks with spatial design to construct slowness, creating a space in which 

contemplation and reflection can rise to the surface. This analysis explores how the 

design choices force the viewer to deeply engage with the textures, slowness and 

duration, and how this slowness is not simply created by extended duration alone.  

 Ming-liang came across the languishing Fu He Grand Theatre in 2003 in the 

suburbs of Taipei, just before its closing. He was becoming increasingly aware of the 

death of cinema culture and the crumbling nature and vulnerability of once thriving built 

environments. In his sadness and fondness for times gone by, he responded by renting 

out the cinema space for a year and creating a film inspired by this very idea, of layered 

memories and a decaying cinema-going culture as a result of acceleration (Ming-liang, 

2019).  

 

3.1. Interstitial Space & The Theatre as a Heterotopic Archive 

Goodbye, Dragon Inn (2003) is not just set in a Foucauldian heterotopic space, as 

mentioned previously, the film itself functions as a heterotropia. Ming-liang carefully 

constructs the experience of cinematic space and transforms it into a site of emotional 

and spatial duration and resistance rather than consumption. 

 The auditorium holds Foucault’s “accumulated time” (1984, pg. 7) where 

multiple temporalities are built up and coexist together. In this case, the success of the 

cinematic past, the projection of the present images and the anticipation of its 

disappearance in the future exist simultaneously. Ming-liang's choice to show an old 

wuxia film inside the rundown theatre functions as a crucial element of the production 

design, embedding the history directly into the present space. This is a cleverly designed 

“heterochrony”, where a heterotopic space disrupts the traditional, linear progression of 

time (Foucault, 1984, pg. 6). The same auditorium holds decades of accumulated life 

through the worn-out seats, dispersed ghost-like figures and at the same moment, tiny 

“slices of time” in the present (Foucault, 1984, pg. 6). More specifically, Goodbye, 
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Dragon Inn embodies time and showcases a type of heterochrony that Foucault refers to 

as “heterotopias of indefinitely accumulating time” where time is constantly stored and 

piled up on itself. (Foucault, 1984, pg.7). Although an auditorium is constructed to 

function as an isolated, collective space of immersion, its organisation in these scenes 

erodes any notion of a shared attention. It becomes a place of disconnection with parallel 

individuals existing within a collective unified place. Here the auditorium acts as the 

“single real place” that juxtaposes multiple incompatible experiences and temporalities 

within it (Foucault, 1984, pg. 6). 

 In a time where images and films circulate endlessly through digital access, the 

persistence of this old wuxia film existing without an audience reflects the current state 

of our society, where images outlive the moment and audience for which they were 

made. The shared experience that once gave them meaning is no longer fully present. 

The film plays in full, even when no one is watching. Ming-liang is clever in that he 

does not treat this as a tragedy or something to mourn, he simply shows it how it is. In 

this context, Dragon Inn becomes a tool to show the past and presents coexistence that 

no longer fully aligns. Its relevance does not depend on consumption and engagement. 

The world around it has changed, but the old film persists at its own pace, and with it 

some lingering spectators. In this way, Ming-liang's film exemplifies slow cinema as a 

form of temporal resistance where meaning is produced through endurance, and the 

continued presence of images passed their moment.  
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3.2. Stillness & Suspension as Design 

While the carefully selected images of the theatre and its few inhabitants are lacking 

almost any action, they are conceptually dense and hold visually striking emotions. 

Viewers become increasingly aware of the act of lingering. Ming-liang cleverly employs 

a restrained mixture of static wide shots in alteration with closer framing. Both of which 

are characterised by an absence of any significant character movement. At times, the 

only movement seen is the flickers of light from the projection screen bouncing on the 

patrons’ faces and architecture. This intermittent illumination creates a feeling that the 

spectators are tethered to the film onscreen, and that the theatre is a space designed for 

cinematic time to be experienced rather than purely recalled.  

 Ming-liang shifts the viewers’ attention between distances to deepen the viewers 

immersion in duration. The camera adopts an observational angle to emphasise the sheer 

size of the theatre and its lack of patrons. The characters are dispersed across the frame 

separated by empty rows of red theatre seats. In these wide shots, no particular character 

is given visual priority over the other. This is a technique described by Bordwell (2018), 

that decreases eye movements across the screen giving the effect of a suspended mise-

en-scène. The empty space itself becomes the subject of the image. The composition and 

blocking of this scene reinforces the sense of spatial inactivity as if the theatre itself and 
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its patrons are suspended in time. This design draws attention to the space itself, slows 

the viewers gaze and reinforces contemplative looking.  

  

 When Ming-liang cuts to the closer shots, the faces are shown in stillness. This 

further emphasises the feelings of isolation felt by the characters, although they are not 

fully alone. These shots allow time to be felt passing by on their faces. Paradoxically, 

instead of drawing the viewer in, it emphasises the isolation and individualism of each 

Figure 12: Observational wide-shot of patrons suspended within the time and space of 

the auditorium (Ming-liang, 2003) 

Figure 13: The Japanese tourist experiences isolation within the shared space of the 

auditorium (Ming-liang, 2003) 
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character in this shared space. In Deleuzian terms, these moments are “false 

movements”, where action is suspended to foreground duration itself (1989b).  

  

 Ming-liang intentionally denies contrast, keeping both types of shots with 

minimal motion as to not disrupt the spatial logic and passage of time. Time here feels 

empty and suspended. The viewers sustained observation between these durational 

close-ups and wide shots allow emotion to emerge naturally without needing guidance. 

Emotion arises purely from the prolonged exposure to stillness through this oscillation. 

Unlike other sequences where time is built through bodily movement, here time 

accumulates through stillness. The characters’ miniscule gestures like a shift in weight 

or tears dropping down a face carry significance because the viewers are made 

perceptible to them through these restrained techniques. Here Ming-liang reinforces how 

heterotopic spaces can operate on both small and big scales where each isolated face 

holds its own experience. The patrons’ experience of time is fractured despite them 

occupying the same physical space. They remain affectively isolated and absorbed in 

private durations. Ming-liang repeatedly returns to similar framing throughout the film, 

yet the space never feels the same. Each time there are subtle changes which signal 

temporal progression. Setting the film in the same physical space reinforces persistence, 

where time becomes suspended and heavy with the past, present and imminent absence 

of the ghost-like patrons within it. Emotion emerges from these locations because they 

Figure 14: 2 minute and 6 second static close-up of Chun Shih with flickers of 

projection light on his face (Ming-liang, 2003) 
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are left open and incomplete. The viewer fills these sparse interiors with emotions of 

memory, longing and contemplation because the past and present linger without closure. 

Ming-liang’s design of these spaces quietly refuses the capitalist idea that unused space 

is “wasted” space and instead extends Foucault's thinking and frames his film within it. 

 For a contemporary viewer, these images represent a shared yet fragmented 

experience which is an increasingly common condition of life in the 21st century. It 

mirrors the broader contemporary state in which people coexist in shared systems but 

remain temporally suspended through disconnection. In a time of fragmented attention, 

this film reflects how collective time is difficult to sustain. We experience time unevenly 

much like the patrons of the Taipei theatre.  
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3.3. Temporal Accumulation & Architectural Porosity  

The recurring images of rain leaking into the cinema function as Goodbye, Dragon Inn’s 

most quietly charged moments. The inside of the theatre is characterised by weak 

structures, decaying surfaces and is almost entirely absent of decorative details. By 

choosing to set his film in a decaying urban interior, Ming-liang makes Foucault’s 

“accumulated time” visible (Foucault, 1984, pg. 7). Leaking ceilings, cracked peeling 

paint and stacked boxes are visible records of passing time, showing evidence of 

repeated use, neglect and endurance. While our contemporary society attempts to cover 

up decay and focus on upgrading and replacement, these decaying urban ruins refuse 

that logic and instead function as a Deleuzian “in-between”. The cinema becomes a 

living ruin susceptible to exterior change.  

 

 

 

Figure 15: Peeling paint and leaking ceiling in Goodbye, Dragon Inn (Ming-liang, 

2003) 
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 The leaks visually pack the film’s themes of time, decay and fragility into a 

simple gesture. Rather than representing decay through narrative progression, Ming-

liang instead allows the material failure to speak for itself visually. The leaking into the 

hidden corridors behind the cinema screen exists alongside the showing of the film in 

the theatre, but does not disrupt it. This registers the slow drips of water as 

commonplace and an everyday occurrence. The leaking is not treated as a problem that 

needs to be solved. It is simply a condition to be endured. This highlights the temporal 

theme of maintenance and endurance rather than crisis or frustration.  

Figure 16: Stacked boxes and accumulated clutter in the back corridors of the Fu He 

Grand Theatre in Goodbye, Dragon Inn (Ming-liang, 2003) 
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 The static, distant camera frames the scene and offers no refuge from the 

constant drips of leaking rain. This stubborn framing draws the viewers’ attention 

towards the rhythmic sound and visual of each drip as it hits the ground. Each drop 

marks time as incremental and produces a sense of persistent eternity. Unlike classic 

cinematic time, this film constructs a cyclical and accumulative temporal experience 

rather than simple rising action, climax and resolution (Freytag, 1900). The viewer is 

Figure 17: The projectionist tends to the pervasive leaks above the theatre (Ming-liang, 

2003) 

Figure 18: Focus on everyday resilience of the employees (Ming-liang, 2003) 
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forced to be aware of time passing through persistence. Thus, the leak externalises itself, 

manifesting as audible and tactile.  

 Traditionally, a theatre is as a built environment that isolates the viewers from 

the outside world, encapsulating them for certain a duration of time. The intrusion of 

rain demonstrates Benjamin and Lacis’ (1978) concept of architectural “porosity”, 

undermining the traditional perception of a theatre as a protected and enclosed 

environment. Here, the cinema functions as a metaphor for the film world. The leaks 

compromise this barrier between interior and exterior isolation. This dissolution 

reconfigures the theatre as a permeable structure subject to decay and inevitable 

transformation. In doing so, this film shows the vulnerability of urban man-made 

environments within an accelerated society. This vulnerability mirrors the experience of 

watching slow cinema, in contrast to the perceived stability of mainstream cinema as an 

untouchable pillar. Slow cinemas breakdown of conventional techniques allows the real 

time, textured, undramatic exterior world to leak into the film viewing space. It values 

the temporal flow of real life over creating a perfect cinematic illusion.  

 These images produce a melancholic emotion. The leaks normalise loss and 

decay instead of dramatising it. The cinema continues functioning despite the 

deterioration. For a contemporary viewer accustomed to optimised environments, this 

image carries political weight. It triumphs endurance and honesty over spectacle and 

perfection. The leaking rain becomes a metaphor for time’s slow, inevitable erosion 

through which historical change infiltrates the cinematic space. Ming-liang successfully 

designs and transforms accumulated, architectural decay into a deeply emotional 

cinematic experience, as opposed to inefficient and unproductive. Ming-liang’s slow 

cinema does not simply exist to aestheticise slowness, it responds to the history of 

modernisation and cultural erasure in Taiwanese urban life.   
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3.4. Embodied Duration & Lighting 

Goodbye, Dragon Inn (2003) has many examples of the use of impossibly extreme long 

takes and static framing that allows time to become visual and felt by the viewer through 

Deleuzian “false-movements” (1989b). These images observe a disabled ticket checker 

performing her duties on the last night of screening. Ming-liang builds time in these 

scenes through her repetitive movement navigating the never-ending corridors.   

 Her slow, laborious walk has no narrative drive whatsoever and thus becomes a 

Figure 19: Ticket checker limps through corridor in Goodbye, Dragon Inn (Ming-liang, 

2003) 

Figure 20: Static camera hold for 79 seconds (Ming-liang, 2003) 
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“false-movement” (Deleuze, 1989b). Her limp is never explained or dramatised, it just is 

how it is. It becomes mechanical and repetitive. The sound of her shoes hitting the floor 

unevenly act as a hypnotising metronome. The lack of direction and narrative 

progression in these corridor scenes transforms the moment into pure temporality and 

duration. The walking goes nowhere, and the story does not change. It is a scene where 

her movement exists for its own duration. At times she leaves the frame of the camera 

and viewers are left digesting a space void of human presence.  

 

 The simple passage of time becomes the point of the moment. Because this walk 

through the corridor does not seem to have a narrative purpose, the viewer notices things 

that are often missed in contemporary, fast paced films; the echoes of each step, the 

never-ending length of the corridor, her limp shifting her weight repeatedly and the 

seemingly stagnant air of the abandoned theatre. These “false movements” ensure the 

viewer becomes conscious of time moving in the image.  

 The cavernous corridors function as transitional spaces; they are not fully public 

but not entirely private either. Ming-liang positions her inside the elongated, narrow and 

sparsely lit passageways that emphasise linear depth, to sustain prolonged attention. This 

Figure 21: Camera holds for 18 seconds after ticket checker leaves frame (Ming-liang, 

2003) 
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interstitial space reflects the characters psychological condition, of emotional 

suspension, existentialism and disconnection.  

 

 Furthermore, the dim, unchanging lighting supresses major contrast and 

distraction, creating a sense of temporal suspension. The production design is 

deliberately sparce with aged, textured surfaces to be looked at and felt gradually as the 

scene unfolds. As she travels through these corridors, she is the only moving element 

and the neutral architecture helps facilitate the prolonged movement by stretching time 

visually and experientially. This monotonous design turns the film back and inwards on 

the viewer, making them feel the pressure of duration. They begin to understand the 

exhaustion of the lonely ticket checker and the weight of neglect and time in a dying 

Figure 22: The ticket checker moves through the sparce, aged, cavernous architecture 

(Ming-liang, 2003) 
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space. The visual monotony of these combined elements slows down perception, 

encouraging the viewer to dwell, reflect and not anticipate action. 

  

 In a contemporary context, these images insist on slowness, resisting the 

efficiency and acceleration that is all too familiar in our society. Bodily movement in the 

21st century is expected to be seamless, fast and optimised (Han, 2015). The ticket 

checkers movement is neither seamless nor optimised. The slowness directly challenges 

Figure 24: Dimly lit corridor and muted colour palette suspends time (Ming-liang, 

2003) 

Figure 23: The ticket checker walks slowly through the back rooms of the Fu He Grand 

Theatre (Ming-liang, 2003) 
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contemporary expectations of productive and optimised movement. This film highlights 

forms of movement that is often hidden or erased in mainstream content. It denies the 

viewer any distractions and makes labour, fatigue and persistence visible by refusing to 

hide it through editing. Slowness here is presented as a necessary response to accelerated 

living, to value presence over progression and productivity.   

 

 

 

Figure 25: 5 minute and 20 second static observational shot of the ticket checker 

cleaning the auditorium (Ming-liang, 2003) 
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3.5. The Crystal-Image 

Ming-liang’s Goodbye, Dragon Inn’s strength lies in its reflexivity. Formally, Ming-

liang produces one of the clearest film examples of a Deleuzian “crystal-image”. It is 

centred around multiple temporalities coexisting at the same time. The extended long 

takes allow these temporal layers to fold into one another until they become 

“indiscernible” (Deleuze, 1989b, pg. 82). It drifts between the actual present setting of 

the empty theatre, combined with the virtual past made up of drifting memories, ghost-

like figures and the screening of the very successful 1967 wuxia film Dragon Inn by 

King Hu.  

Figure 26: Chun Shih watches himself projected on the screen in Dragon Inn, 1967 

(Ming-liang, 2003) 
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 The camera lingers on two elderly men sitting quietly apart from each other in 

the nearly empty cinema. It is not revealed who these men are inside the film, but 

outside the diegesis, they are two actors who star in the original Dragon Inn that is being 

screened here. The men occupy a present time that splits them into spectators in the 

present, while simultaneously watching their own youthful selves preserved in the past 

(Bergson, 1896). We see them (actual), watch their younger selves (virtual) in the old 

movie that at one time would have packed the auditorium with excited spectators. This 

actual/virtual tension strengthens and embodies Deleuze’s “crystal-image”. In this he 

allows both present and past to coexist in the same moment so viewers can experience 

“time in the pure state” (Deleuze, 1989b, pg. 8). The projected images of the past are not 

simply a memory; they continue to persist in the present moment. By presenting both 

layers simultaneously, time becomes visible, denser and full of history. This 

indiscernibility and thickness of time produce a melancholic and nostalgic emotional 

effect for the viewer separate from the plot of the film.  

Figure 27: The two men sit in an empty auditorium to watch themselves in the 1967 

wuxia film Dragon Inn (Ming-liang, 2003) 
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Figure 28: “And no one remembers us anymore.”  The two men reminisce on times 

gone by (Ming-liang, 2003) 
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Chapter Four: Slowing Down - 

Slow Cinema Expansion & Contemporary Relevance 

 

This chapter explores my opinion that there is a growing desire and need for slowness in 

contemporary society. It situates slow cinema parallel to other slow movements of the 

21st century. It assesses the benefits of the co-existence of slow cinema with classical 

mainstream film forms, yet recognises its limitations. I then focus on the role of the 

production designer in facilitating this resistance through intentional spatial design.  

 

4.1 Slow Culture Movements  

 

It is important to note, slowness is not unique to cinema. It appears across multiple areas 

of contemporary life as a response to the same conditions. Practices such as slow food, 

slow tourism and mindfulness have emerged in direct response to the experiences of 

modern life (Clancy, 2017). These movements share the goal to return to slowness and 

reclaim attention and presence. They reflect the growing shared recognition that the 

constant speed, productivity and endurance is unsustainable. 

 Slow cinema directly offers an experience to slow down and remain emotionally 

present. Its relevance becomes clear when positioning slow cinema beside these wider 

slow movements. It shows how slowness is not just an isolated form of aesthetic choice, 

but a global response to the acceleration and burnout of 21st century life.  

 

4.2 Reversal of Cinematic Influence  

 

Film history has a long pattern of uneven cultural exchange. Yoshimoto (1991) argues 

that there is a “cultural domination of the non-West by the West”. As discussed 

previously, East Asian cinema once absorbed Western Hollywood’s forms and 

aesthetics, while now there is an ironic reversal of influence. Asian filmmakers like 

Ming-liang become relevant here as a reference point to creating this “cinema of 
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slowness” (Ciment, 2003). His position in Taiwanese and international art cinema 

initially allowed him to develop a temporal cinematic language that is less constrained 

by Hollywood norms. His work, originally seen as marginal, is newly relevant now.  

 Western critics and filmmakers increasingly look towards slow cinema as a 

method of resistance, because it offers a visual language capable of articulating the 

psychological and temporal pressures of contemporary life, highlighting the shared 

global conditions of burnout. Once perceived as incompatible with Western audiences, 

Ming-liang’s temporal strategies that align with East Asian temporal traditions are now 

increasingly valued and sought after. This could be due to their emphasis on temporal 

gaps and “between-times” (Han, 2015). The renewed interest in a return to slowness is 

not simply theoretical. It mirrors the global longing for experiences that unfold naturally 

instead of experiences that overwhelm. 

 

4.3 Tsai Ming-liang as a Precursor  

 

Although Ming-liang’s films are often positioned on the outskirts of film culture, by 

situating his work within the contemporary cultural context of acceleration, it suggests 

that he is a precursor of growing global concerns. Long before widespread discourse 

around overstimulation and fatigue, his films offered an experience of stillness and 

presence that anticipated a need for alternate forms of spectatorship.  

 From a production design perspective, Ming-liang’s curation of space establishes 

a language that design and duration can work in tandem to shape viewers emotions. 

They demonstrate the emotional potential of cinematic space itself. In-between, 

heterotopic spaces such as corridors and cinemas characterised with decay and 

emptiness can create alternate environments that resist visual spectacle. It is these 

interstitial spaces that hold weight and facilitate reflection over time. This supports the 

argument that spatial design is an active agent in spectators emotional experience.  

 Considering the recent shift towards slowness, Ming-liang’s films can be 

understood as precursors to the global revaluation of temporality. His work anticipates a 

shift in how cinema functions in the 21st century. Therefore, although some of his films 
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are over 20 years old, they remain relevant rather than outdated, offering an early 

cinematic response to issues that have only intensified since their creation.  

 

4.4 Contemporary Cinematic Slowness  

 

Slow cinema’s gradual recognition at recent film festivals, award ceremonies and critical 

discourse suggests a shift from the margins of society to a wider relevance. There has 

been increasing attention and success coming from recent films which borrow slow 

cinema’s formal techniques. This positive critical acclaim, prestigious nominations and 

awards frame slow cinema as a legitimate and widely desirable style of filmmaking. 

 Table 1. outlines a selection curated by the author of this thesis, of recent, widely 

distributed films that received major recognition and awards for utilising elements of 

slow cinema. All information was accessed from the official websites of the award 

organisations - (AMPAS, 2026), (BAFTA, 2026), (Festival de Cannes, 2026), (Golden 

Globes, 2026), (IFTA, 2026).  
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Table 1. Recent Award Recognised Films Incorporating Slow Cinema Techniques  

Year Film Title Director Slow Cinema Techniques 
Major Awards / 

Nominations  

2016 Moonlight 
Barry 

Jenkins 

Slow pacing, long takes, 

emphasis on atmosphere and 

interiority, restrained 

dreamlike colours and lighting 

– flattens and suspends visuals, 

natural elements – water/wind 

Academy Award for 

Best Picture. 

2018 Roma 
Alfonso 

Cuarón 

Spatial repetition – cyclical 

time, water elements as 

memory and reflection, 

accumulated objects through 

daily use, black and white 

colour palette – flattens 

hierarchy, temporal stretches, 

Foucauldian spaces 

Academy Award 

nomination for Best 

Production Design, 

Academy Awards: Best 

Cinematography, 

Directing. 
BAFTA for Best Film, 

Best International Film. 

2020 Nomadland Chloé Zhao 

Observational rhythm, 

duration, non-spectacular 

landscapes, minimal dialogue, 

design mirrors between 

moments of human existence 

Academy Awards: Best 

Picture, Best Director, 

Best Actress. 

BAFTA for Best 

Cinematography. 

2022 
An Cailín Ciúin 

(The Quiet Girl) 

Colm 

Bairéad 

Silence, emotional minimalism 

through domestic and rural 

design, slow observational 

pacing, rural natural elements 

IFTA for Best 

Production Design. 
BAFTA for 

Outstanding Debut. 

Academy Award 

nomination for Best 

International Feature 

Film. 

2022 Aftersun 
Charlotte 

Wells 

Temporal gaps, stillness, 

muted colour palette, generic 

spaces – disconnection, 

outdates design- time 

suspended in limbo. 

BAFTA nomination for 

Best Production 

Design.  
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2022 
The Banshees of 

Inisherin 

Martin 

McDonagh 

Deliberate pacing, 

contemplative rhythm, 

atmospheric restraint, 

repetitive locations- 

suspension, nature overwhelms 

architecture – fire  

Golden Globe Awards: 

Best Motion Picture & 

Best Original 

Screenplay. 
Academy Award 

nominations. 

2023 
The Zone of 

Interest 

Jonathan 

Glazer 

Muted colour palette, 

Foucauldian Garden space - 

spatial denial, visual restraint, 

decaying locations, normalised 

repetition. 

Cannes Film Festival: 

Grand Prix. 

Academy Award for 

Best International 

Feature Film. 

BAFTA nomination for 

Best Production 

Design. 

2023 Perfect Days 
Wim 

Wenders 

Location repetition – time in 

suspension/routine, 

accumulated time and objects, 

minimal narrative, 

isolation/meditation of city 

life, Foucauldian spaces. 

Cannes Film Festival: 

Best Actor & Prize of 

the Ecumenical Jury. 

(Johnston, 2026)  

While these directors do not use the strict radical conventions of slow cinema 

like Tarkovsky or Ming-liang, they do adopt elements of its temporal language and 

design, integrating slowness in strategic ways through a more typical narrative structure 

to appeal to a more receptive audience. This hybrid approach offers mainstream 

audiences an easier way to interact, integrate and acclimatise to slow cinema forms. This 

incorporation and positive reception reflect the broader cultural desire for slower modes 

of media and signals a reassessment of what cinema can and should offer to 

contemporary audiences. In this context, the work of slow cinema filmmakers such as 

Ming-liang, now appear as an articulation of resistance to current cultural concerns. 

Techniques that were previously misunderstood as austere, self-indulgent and boring, by 

film critics such as Romney (2010) and James (2010) are now more accessible and 

accepted by mainstream audiences. From this information, it is clear slow cinema is 
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currently most widely effective when used in tandem with conventional cinematic 

techniques, when viewers are given a familiar framework to approach it. 

The following film stills are from award-recognised contemporary films that 

demonstrate slow cinema techniques. 

 

Mundane, everyday labour and accumulated time:  

 

 

Nature as an inescapable, relentless force of decay: 

Figure 31: Repeated water movement over floor tiles exposes spatial porosity in 

Roma (Cuarón, 2018) 

Figure 29: Domestic life in An Cailín Ciúin 

(Bairéad, 2023) 
Figure 30: Everyday rituals in Perfect Days 

(Wenders, 2023) 
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Figure 32: Water and decay emerges through repetition and accumulation in Roma 

(Cuarón, 2018) 

Figure 34: Rain blurs structures producing temporal suspension in The Banshees of 

Inisherin (MacDonagh, 2023) 

Figure 33: The cottage erupts into fire. Architecture fails to control exterior elements 

from interior space in The Banshees of Inisherin (MacDonagh, 2023) 
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Spatial manipulation:  

 

Figure 35: The garden space as a heterotopia of denial beside Auschwitz. Insulating 

domestic life from reality in The Zone of Interest (Glazer, 2023) 

Figure 36: The cinema as a space of temporary suspension from daily life in Roma 

(Cuarón, 2018) 
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Visual suspension through colour palettes and lighting:  

Figure 37: Diffused, naturalistic lighting in Aftersun (Wells, 2022) 

Figure 39: Natural, soft, merging colour palette in Nomadland (Zhao, 2020) 

Figure 41: Controlled, dream-like colour palette in Moonlight (Jenkins, 2016) 

Figure 38: 

Figure 40: 

Figure 42: 
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4.5 Limitations 

 

Although slow cinema can offer great benefits to our fast-paced achievement society, it 

is important to distinguish that its strict conventional filmic form is not a simple 

universal solution to contemporary burnout. Believing that everyone places value on 

these experiences and can embody these “between-times” and extended pauses is 

presumptuous and overlooks cultural imbalances. For some it can be restorative, but for 

many it can cause further isolation. Therefore, is it only beneficial for those who can 

afford the time, have the film literacy and the cultural capital to understand it?  

 It could be argued that slow cinema is simply filling a cultural gap and that it 

does not dismantle the deep-rooted conditions that produce burnout. Acknowledging 

these limitations is essential to avoid a romanticised understanding of slowness. Because 

of this, slow cinema benefits from contextualisation to reduce and recalibrate pre-made 

judgements. 

 For production designers, this acknowledgment is crucial, as assuming slow 

cinema design is universally healing could be damaging. The designer cannot force or 

control how slowness is perceived, they simply create the spatial conditions for slowness 

to exist. Recognising these limitations does not decrease the value of slow cinema. It 

clarifies what it can and cannot do and reinforces the importance of experiential spatial 

design.  

 

4.6 The Future of Spatial Design 

 

The selective adoption of slowness by contemporary and upcoming directors and 

designers suggests a growing opposition to speed driven media. This shift highlights the 

transformation of slow cinema and how it can continue to create spatial and temporal 

forms of emotional engagement that arguably resonate with an increasingly wider 

audience.  

 For production designers concerned with the emotional capacity of space, this 

shift is particularly important. If slow cinema’s true power lies not only in the sustained 
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duration but the careful design of how time feels in cinematic spaces, then the design of 

these environments and locations become critical to the cinematic experience. This 

move towards slowness suggests exciting new possibilities for spatial design. Clearly, 

designers are increasingly being asked to create spaces that allow an accumulation of 

time in contemporary film, rather than constructing a passive backdrop to serve the plot 

or narrative. With the desire for slow living becoming even more common, the potential 

for designing temporal spaces through a medium that is already capable of capturing 

attention is thrilling. This reframes cinematic spatial design as an act of resistance. 

While slow cinema does not ask viewers to reject contemporary mainstream media 

entirely; it creates the space for alternative forms of cinematic experience to exist beside 

and within dominant media. It is a complementary mode of engagement that broadens 

the future capabilities of cinema. It reaffirms ways in which cinema can be designed, 

watched, experienced and felt, as we move forward in the accelerating 21st century.  

 

 



   
 

  54 

 

Conclusion 

 

This thesis set out to explore slow cinema as a resistance to the growing pressures of an 

accelerated culture. Emerging from a personal engagement with film form and taking a 

production designers perspective, this research has examined how the combination of 

intentionally designed mise-en-scène and extended duration can create contemplative 

and calming affective experiences as an opposition to the dominant temporal conditions 

of contemporary society. Through the analysis of film imagery, this thesis demonstrates 

how slow cinema design extends beyond a simple slow pace and actively reshapes 

cinematic space into something that is felt, inhabited and emotionally evocative.  

 Chapter One situated slow cinema historically and within the broader concerns of 

modernity, acceleration and burnout and stated that this form acts as an alternative 

media offering refuge from the current fast-paced society. This was closely informed by 

Byung-Chul Han’s (2015) exploration of “burnout”.  

 Chapter Two established the theoretical frameworks to inform the discussions on 

the manipulation of time and space within slow cinema. Concepts from thinkers such as 

Gilles Deleuze, Michel Foucault, Paul Schrader and Andrei Tarkovsky were explored 

and discussed. These ideas provided the tools to understand how the carefully designed 

mise-en-scène and durational stillness generate affective resonance. 

 Chapter Three outlined production design as more than a simple backdrop 

through a close visual case study of Goodbye, Dragon Inn (2003). Using the theoretical 

frameworks previously discussed, it emphasised design as a central mechanism that 

produces emotional and temporal resistance in combination with duration.  

 Chapter Four explored the surrounding slow culture movements existing 

alongside slow cinema, and the shared cultural desire for slowness going forward. It 

acknowledges that in the 21st century, the need for slowness is global and that slow 

cinema facilitates this through a shared visual language. This desire was made evident 

through an exploration of recent award-winning films and their use of slow cinema 

techniques. Further analysis situated slow cinema as a potential cinematic form of 

opposition existing parallel to mainstream media.  

 From a personal perspective, engaging with slow cinema has solidified my 
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interest in how restrained time and spatial intention can produce affective meaning 

without spectacle. As a production design student, this research has reinforced the idea 

of cinematic spaces as environments that facilitate presence, self-reflection and inner 

calmness as explained in discussions of the mise-en-scène. These films reveal how 

sparce, quiet and seemingly uneventful environments can hold profound emotional 

weight when viewers are given the time to experience them. This is increasingly 

important in an era defined by speed and overstimulation. As discussed, slow cinema 

does not promise an escape from modernity, but it can offer a place of rest and 

momentary pause within it. Its capacity for slowing perception through careful temporal 

and spatial design positions it as a meaningful and enduring form of resistance amongst 

contemporary culture and as a medium that continues to shape the future possibilities of 

film design. Slow cinema simply invites viewers to reconsider what it truly means to 

watch, wait and experience presence in an accelerated society.  

 



   
 

  56 

 

Bibliography 

Books: 

Appadurai, A. (1996) Modernity at Large: Cultural Dimensions of Globalization. University of 

Minnesota Press, Minneapolis. Available at: https://mtusociology.github.io/assets/files/ 

[Arjun_Appadurai] _Modernity_at_Large_Cultural_Dim (Bookos.org).pdf (Accessed: 2 

February 2026) 

Aumont, J. (1997) The Image. Translated from French by Claire Pajackowska. British Film 

Institute, London.  

Bazin, A (2004) What Is Cinema? Volume I: Volume I, University of California Press, Berkeley. 

Available from: ProQuest Ebook Central. (Accessed: 6 September 2025) 

Bazin, A (2004) What Is Cinema? Volume II: Volume II, University of California Press, 

Berkeley. Available from: ProQuest Ebook Central. (Accessed: 6 September 2025) 

Benjamin, W. (2002) The Arcades Project (1st edn). Harvard University Press, Massachusetts. 

(Original work published 1982) Available at: https://voidnetwork.gr/wp-

content/uploads/2016/08/The-Arcades-Project-Walter-Benjamin.pdf (Accessed: 29 

January 2026)  

Benjamin, W. and Lacis, A. (1978) ‘Naples’, in Demetz, P. (ed.) Reflections: Essays, Aphorisms, 

Autobiographical Writings. Translated from German by Jephcott, E. Schocken Book, 

New York. pp. 163-173 Available at: https://pdfpdf (Accessed: 17 October 2025) 

Bergson, H. (1889) Time and Free Will: An Essay on the Immediate Data of Consciousness. 

George Allen & Unwin Ltd, London. Available at: 

https://ia800201.us.archive.org/12/items/timeandfreewilla00berguoft/timeandfreewilla0

0berguoft.pdf (Accessed: 2 January 2026) 

Bergson, H. (1896) Matter and Memory. George Allen & Unwin Ltd, London. Available at: 

https://ia800202.us.archive.org/3/items/matterandmemory00berguoft/matterandmemory

00berguoft.pdf (Accessed: 2 January 2026) 

Bordwell, D. (2007) Poetics of Cinema. Taylor & Francis Group, Oxford. London. Available 

from: ProQuest Ebook Central. (Accessed on: 27 January 2026) 

https://www.columbia.edu/itc/architecture/ockman/pdfs/session_8/benjamin.pdf
https://ia800202.us.archive.org/3/items/matterandmemory00berguoft/matterandmemory00berguoft.pdf
https://ia800202.us.archive.org/3/items/matterandmemory00berguoft/matterandmemory00berguoft.pdf


   
 

  57 

 

Bordwell, D. (2018) On the History of Film Style. Irvington Way Press. Madison, Wisconsin. 

(Original work published 1997) Available at: https://www. davidbordwell.net/books/on-

history-film-style-davidbordwell-180531.pdf (Accessed: 15 October 2025) 

Bordwell, D. and Thompson, K. (2013) Film Art: An Introduction. United Kingdom: The 

McGraw-Hill Companies Inc. Google Books. (Original work published 1979) Available 

at: 

https://www.google.ie/books/edition/EBOOK_//CIZvEAAAQBAJ?hl=en&gbpv=1&kpt

ab=overviewen&gbpv=1&kptab=overview (Accessed: 15 January 2026) 

Carruthers, L. (2016) Doing Time: Temporality, Hermeneutics, and Contemporary Cinema. 

State University of New York Press, Albany. Available from: ProQuest Ebook Central. 

Clancy, M. (ed.) (2017) Slow Tourism, Food and Cities: Pace and the Search for the Good Life. 

Taylor & Francis Group, Oxford. Available from: ProQuest Ebook Central. (Accessed: 2 

January 2025) 

Craig, G, and Parkins, W. (2006) Slow Living. Bloomsbury Publishing Plc, London. Available 

from: ProQuest Ebook Central. (Accessed: 2 January 2025) 

Crary, J. (2013) 24/7: Late Capitalism and the Ends of Sleep. Verso, London.  Available at: 

https://xenopraxis.net/readings/crary_247.pdf (Accessed: 15 January 2026) 

de Luca, T. (2014) Realism of the Senses in World Cinema: The Experience of Physical Reality. 

I. B. Taurus & Co. Ltd, New York. Available at:  

de Luca, T. and Barradas Jorge, N. (eds) (2016) Slow Cinema. Edinburgh University Press, 

Edinburgh. Available from: ProQuest Ebook Central. (Accessed: 6 October 2025)  

Deleuze, G. (1989a) Cinema 1: The Movement-Image. Translated from French by Hugh 

Tomlinson and Roberta Galeta. University of Minnesota Press. (Original work published 

1983) Available at: 

https://monoskop.org/images/8/80/Deleuze_Gilles_Cinema_1_Movement-Image.pdf 

(Accessed: 14 October 2025) 

Deleuze, G. (1989b) Cinema 2: The Time-Image. Translated from French by Hugh Tomlinson 

and Roberta Galeta. University of Minnesota Press. (Original work published 1985) 

Available at: https://monoskop.org/images/6/68/ (Accessed: 14 October 2025) 

Deleuze_Gilles_Cinema_2_Time-Image.pdf (Accessed: 14 October 2025) 

https://www.davidbordwell.net/books/on-history-film-style-davidbordwell-180531.pdf
https://www.google.ie/books/edition/EBOOK_Film_Art_An_Introduction/CIZvEAAAQBAJ?hl=en&gbpv=1&kptab=overview
https://xenopraxis.net/readings/crary_247.pdf
https://monoskop.org/images/6/68/Deleuze_Gilles_Cinema_2_Time-Image.pdf


   
 

  58 

 

Flaxman, G. (2000) The Brain Is the Screen: Deleuze and the Philosophy of Cinema. University 

of Minnesota Press, Minneapolis. Available from: ProQuest Ebook Central. (Accessed: 

6 October 2026) 

Freytag, G. (1900) Technique of the Drama: an Exposition of Dramatic Composition and Art. 

Chicago. Internet Archive. Available at: /n5/mode/2up/n5/mode/2up (Accessed: 2 

February 2026) 

Giddens, A. (1990). The Consequences of Modernity. Polity Press and Blackwell publishers Ltd. 

United Kingdom. Available at: https://voidnetwork.gr/wp-

content/uploads/2016/10/The-Consequences-of-Modernity-by-Anthony-

Giddens.pdf Modernity-by-Anthony-Giddens.pdf (Accessed: 28 January 2026) 

Grodal, T. (2002) Moving Pictures A New Theory of Film Genres, Feelings and Cognition. 

Clarendon Press, Oxford.  

Han, B.-C. (2015). The Burnout Society. Translated from German by Erik Butler. Stanford 

University Press, California. Available at: 

file:///Users/sarajohnston/Library/CloudStorage/GoogleDrive-

saraellenj@gmail.com/My%20Drive/Downloads/_OceanofPDF.com_The_Burnout_Soc

iety_-_Byung-Chul_Han.pdf (Accessed 16 October 2025) 

Han, B.-C. (2017a) The Scent of Time “A Philosophical Essay on the Art of Lingering”. 

Translated from German by Daniel Steuer. Polity Press, Cambridge.  

Han, B.-C. (2017b) Psychopolitics: Neoliberalism and New Technologies of Power. Translated 

from German by Erik Butler. Verso, London.  

Han, B.-C. (2022) Non-Things: Upheaval in the Lifeworld. Translated from German by Daniel 

Steuer. Polity Press, Cambridge. 

Han, B.-C. (2024) The Crisis of Narration. Translated from German by Daniel Steuer. Polity 

Press, Cambridge.  

Honoré, C. (2004) In Praise of Slow: Challenging the Cult of Speed. HarperCollins Publishers. 

New York. Available at: https://professionalwritingcourse.wordpress.com/wp-

content/uploads/2016/08/article-honore-excerpt-praiseslowness.pdf (Accessed: 6 

January 2026) 

https://archive.org/details/freytagstechniqu00freyuoft/page/n5/mode/2up
https://voidnetwork.gr/wp-content/uploads/2016/10/The-Consequences-of-Modernity-by-Anthony-Giddens.pdf
https://voidnetwork.gr/wp-content/uploads/2016/10/The-Consequences-of-Modernity-by-Anthony-Giddens.pdf
https://voidnetwork.gr/wp-content/uploads/2016/10/The-Consequences-of-Modernity-by-Anthony-Giddens.pdf
/Users/sarajohnston/Library/CloudStorage/GoogleDrive-saraellenj@gmail.com/My%20Drive/Downloads/_OceanofPDF.com_The_Burnout_Society_-_Byung-Chul_Han.pdf
/Users/sarajohnston/Library/CloudStorage/GoogleDrive-saraellenj@gmail.com/My%20Drive/Downloads/_OceanofPDF.com_The_Burnout_Society_-_Byung-Chul_Han.pdf
/Users/sarajohnston/Library/CloudStorage/GoogleDrive-saraellenj@gmail.com/My%20Drive/Downloads/_OceanofPDF.com_The_Burnout_Society_-_Byung-Chul_Han.pdf
https://professionalwritingcourse.wordpress.com/wp-content/uploads/2016/08/article-honore-excerpt-praiseslowness.pdf
https://professionalwritingcourse.wordpress.com/wp-content/uploads/2016/08/article-honore-excerpt-praiseslowness.pdf


   
 

  59 

 

Jaffe, I. (2014) Slow Movies: Countering the Cinema of Action. Columbia University Press, New 

York. Available from: ProQuest Ebook Central. (Accessed: 6 October 2025) 

Koepnick, L. (2014). On Slowness: Toward an Aesthetic of the Contemporary. Columbia 

University Press, New York. Available at: https://dokumen.pub/.htmlpilot-project-

ebook-available-to-selected-us-libraries-only-9780231538251.html (Accessed: 15 

January 2026) 

Koepnick, L. (2017) The Long Take: Art Cinema and the Wondrous. University of Minnesota 

Press, Minneapolis. Available from: ProQuest Ebook Central. (Accessed: 10 September 

2025) 

Lim, S. H. (2014). Tsai Ming-liang and a Cinema of Slowness. University of Hawaii Press. 

United States. Available at: 

https://www.google.ie/books/edition/_Slowness/b1gEEAAAQBAJ?hl=en&gbpv=1&dq

=inauthor:%22Song+Hwee+Lim%22&printsec=frontcoverb1gEEAAAQBAJ?hl=en&gb

pv=1&dq=inauthor:%22Song+Hwee+Lim%22&printsec=frontcover (Accessed: 17 

October 2025) 

Odell, J. (2019) How to Do Nothing: Resisting the Attention Economy. Melville House 

Publishing, Brooklyn.  

Rosa, H. (2013) Social Acceleration: A New Theory of Modernity. Translated from German by 

Jonathan Trejo-Mathys. Columbia University Press. Available at: 

https://dokumen.pub/social-acceleration-a-new-theory-of-modernity-

9780231519885.html (Accessed: 23 October 2025) 

Schrader, P. (1972). Transcendental Style in Film: Ozu, Bresson, Dreyer. University of 

California Press. Available at: https://dokumen.pub/transcendental-style-in-film-

ozu-bresson-dreyer-9780520969148.html9780520969148.html (Accessed: 16 

October 2025) 

Schrader, P. (2018) Transcendental Style in Film: Ozu, Bresson, Dreyer. With a New 

Introduction: Rethinking Transcendental Style. University of California Press. Available 

from: ProQuest Ebook Central. (Accessed: 16 October 2025)  

Shaviro, S. (2010) Post Cinematic Affect, John Hunt Publishing Limited, New York. Available 

from: ProQuest Ebook Central. (Accessed: 6 October 2026)  

https://dokumen.pub/on-slowness-toward-an-aesthetic-of-the-contemporary-pilot-project-ebook-available-to-selected-us-libraries-only-9780231538251.html
https://www.google.ie/books/edition/Tsai_Ming_liang_and_a_Cinema_of_Slowness/b1gEEAAAQBAJ?hl=en&gbpv=1&dq=inauthor:%22Song+Hwee+Lim%22&printsec=frontcover
https://dokumen.pub/transcendental-style-in-film-ozu-bresson-dreyer-9780520969148.html
https://dokumen.pub/transcendental-style-in-film-ozu-bresson-dreyer-9780520969148.html


   
 

  60 

 

Tarkovsky, A. (1987) Sculpting in Time. Translated from Russian by Kitty Hunter-Blair. 

University of Texas Press. Available at: _Reflections_ Reflections_on_the_Cinema.pdf 

(Accessed: 3 October 2025) 

 

Encyclopaedias: 

Hansen, C. (2025) ‘Daoism’ in Zalta & Nodelman (eds.) The Stanford Encyclopedia of 

Philosophy Available at: [Electronic Source]. Stanford Encyclopedia of Philosophy 

<https://plato.stanford.edu/archives/sum2025/entries/daoism/>. (Accessed: 4 February 

2025)  

 

Films/Film Stills: 

Aftersun (2022) Directed by Charlotte Wells. [Film Still] Turkey. PASTEL. Available at: 

https://film-grab.com/?s=aftersun 

An Cailín Ciúin (2022) Directed by Colm Bairéad. [Film Still]. Ireland. Inscéal. Available at: 

https://film-grab.com/2022/11/21/the-quiet-girl/ (Accessed 26 October 2025) 

Andrei Rublëv (1966) Directed by Andrei Tarkovsky. Soviet Union. Mosfilm Studio. Available 

at: https://www.youtube.com/watch?v=je75FDjcUP4 [Film Still] Available at: 

https://film-grab.com/2025/06/04/andrei-rublev/ (Accessed 26 October 2025) 

Dragon Inn (1967) Directed by King Hu. Taiwan and Hong Kong. Union Film Company. 

Available at: https://m.ok.ru/video/2122591767150 (Accessed 15 October 2025) 

Goodbye, Dragon Inn (2003) Directed by Tsai Ming-liang. Taiwan. Homegreen Films. 

Available at: https://www.amazon.com/Goodbye-Dragon-Inn-Lee-Kang-

sheng/dp/B0C94H4Q1P [Film Still] Available at: (Accessed: 2 October 2025)  

Jeanne Dielman, 23 Quai du Commerce, 1080 Bruxelles (1975) Directed by Chantal Ackerman. 

France. Olympic Films. Available at: https://vk.com/video651219387_456245412  [Film 

Still] Available at: https://film-grab.com/2022/02/16/jeanne-dielman-23-quai-du-

commerce-1080-bruxelles/ (Accessed: 17 October 2025) 

https://monoskop.org/images/d/dd/Tarkovsky_Andrey_Sculpting_in_Time_Reflections_on_the_Cinema.pdf
https://plato.stanford.edu/index.html
https://film-grab.com/?s=aftersun
https://film-grab.com/2022/11/21/the-quiet-girl/
https://film-grab.com/2025/06/04/andrei-rublev/
https://m.ok.ru/video/2122591767150
https://www.amazon.com/Goodbye-Dragon-Inn-Lee-Kang-sheng/dp/B0C94H4Q1P
https://www.amazon.com/Goodbye-Dragon-Inn-Lee-Kang-sheng/dp/B0C94H4Q1P
https://vk.com/video651219387_456245412
https://film-grab.com/2022/02/16/jeanne-dielman-23-quai-du-commerce-1080-bruxelles/
https://film-grab.com/2022/02/16/jeanne-dielman-23-quai-du-commerce-1080-bruxelles/


   
 

  61 

 

Moonlight (2016) Directed by Barry Jenkins. [Film Still] United States. A24. Available at: 

https://film-grab.com/?s=moonlight  

Nomadland (2020) Directed by Chloé Zhao. [Film Still] United States. Searchlight Pictures. 

Available at:  https://film-grab.com/?s=nomadland 

Nostalghia (1983) Directed by Andrei Tarkovsky. Soviet Union and Italy. Sovinfilm and RAI 2. 

Available at: https://www.youtube.com/watch?v=Tv965oXP4bQ [Film Still] Available 

at: https://film-grab.com/?s=nostalghia  (Accessed 26 October 2025) 

Perfect Days (2023) Directed by Wim Wenders. [Film Still] Tokyo, Japan. Master Mind Limited 

and Spoon Inc. Available at: https://film-grab.com/?s=perfect+days 

Roma (2018) Directed by Alfonso Cuarón. [Film Still] Mexico City, Mexico. Esperanto Filmoj 

and Participant Media. Available at: https://film-grab.com/?s=roma 

Stalker (1979) Directed by Andrei Tarkovsky. Soviet Union. Mosfilm Studio. Available at: 

https://www.youtube.com/watch?v=Q3hBLv-HLEc [Film Still] Available at: 

https://film-grab.com/2012/07/31/stalker/ (Accessed 26 October 2025) 

The Banshees of Inisherin (2022) Directed by Martin McDonagh. [Film Still] Ireland. Blueprint 

Pictures, Film4, TSG Entertainment and Metropolitan Films International. Available at: 

https://film-grab.com/2023/06/05/the-banshees-of-inisherin/ 

 

Interviews: 

Kiarostami, A. (1997) ‘Abbas Kiarostami on TASTE OF CHERRY.’ Interview with Abbas 

Kiarostami interviewed by Dr. Jamsheed Akrami for Dr. Akrami’s 2000 documentary 

on Iranian cinema ‘Friendly Persuasion’. Available at: /abbas-kiarostami-on-taste-of-

cherry abbas-kiarostami-on-taste-of-cherry (Accessed: 10 December 2025) 

Ming-liang, T. (2019). ‘Tsai Ming-liang: 90 minutes with the slow cinema master.’ Interview 

with Tsai Ming-liang. Interviewed by Mathew Thrift for the British Film Institute. April 

2019. Available at: https://www.bfi.org.uk/interviews/tsai-ming-liang-

deserted. (Accessed: 1 February 2026).  

 

Journal Articles: 

https://film-grab.com/?s=moonlight
https://film-grab.com/?s=nomadland
https://film-grab.com/?s=nostalghia
https://film-grab.com/?s=perfect+days
https://film-grab.com/?s=roma
https://www.youtube.com/watch?v=Q3hBLv-HLEc
https://film-grab.com/2012/07/31/stalker/
https://www.criterionchannel.com/videos/abbas-kiarostami-on-taste-of-cherry
https://www.criterionchannel.com/videos/abbas-kiarostami-on-taste-of-cherry
https://www.bfi.org.uk/interviews/tsai-ming-liang-deserted
https://www.bfi.org.uk/interviews/tsai-ming-liang-deserted


   
 

  62 

 

Amouzad Khalili, H. (2025) ‘The Cinema of Béla Tarr: The Architectonics of Time, Movement 

and Hapticity’, Architectural Theory Review, 29(1), pp. 45–71. Available 

at:https://www.tandfonline.com/doi/epdf/10.1080/13264826.2025.2462923?needAccess

=true (Accessed: 27 January 2026) 

Cutting, J. E. (2016) ‘The evolution of pace in popular movies.’ Cognitive Research Principles 

and Implications, 1(1). Research Gate. Available at: 

https://www.researchgate.net/publication/311733021__pace_in_popular_movies/citation

space_in_popular_movies/citations (Accessed: 20 October 2025) 

Elsaesser, T. (2021)‘Attention, Distraction and the Distribution of the Senses: “Slow”, 

“Reflexive” and “Contemplative” between Cinema and the Museum’, Panoptikum, 

26(10), pp. 219-245. Research Gate. Available at: 

https://www.researchgate.net/publication/357740131_Attention_Distraction_and_the_Di

stribution_of_the_Senses_Slow_Reflexive_and_Contemplative_between_Cinema_and_t

he_Museum (Accessed: 16 October 2025) 

Foucault, M. (1984) ‘Des Espaces Autres, Of Other Spaces: Utopias and Heterotopias.’ 

Architecture /Mouvement/ Continuité, 5, pp. 46-49 (Original work published 1967) 

Available at: https://web.mit.edu/allanmc/www/foucault1.pdf (Accessed: 3 

October 2025)  

Gunning, T. (1986) "The Cinema of Attraction[s]: Early Film, " Wide Angle 8(3/4). Available 

at: ,%20Cinema% (Accessed: 25 January 2026). ,%20Cinema%20of%20Attractions.pdf 

(Accessed: 25 January 2026).  

Lucken, M. and Rosen, M. (2021) “The Limits of ma: Retracing the Emergence of a ‘Japanese’ 

Concept”, Journal of World Philosophies, 6(1), pp. 38–57. Available at: 

https://scholarworks.iu.edu/iupjournals/index.php/jwp/article/view/4544 (Accessed: 4 

February 2026). 

Yoshimoto, M. (1991) ‘The Difficulty of being Radical: The Discipline of Film Studies and the 

Postcolonial World Order’. Boundary 2, 18(3), 242–257. JSTOR. Available at: 

https://doi.org/10.2307/303211 (Accessed 16 January 2026)  

 

Magazines: 

https://www.tandfonline.com/doi/epdf/10.1080/13264826.2025.2462923?needAccess=true
https://www.tandfonline.com/doi/epdf/10.1080/13264826.2025.2462923?needAccess=true
https://www.researchgate.net/publication/311733021_The_evolution_of_pace_in_popular_movies/citations
https://www.researchgate.net/publication/311733021_The_evolution_of_pace_in_popular_movies/citations
https://www.researchgate.net/publication/357740131_Attention_Distraction_and_the_Distribution_of_the_Senses_Slow_Reflexive_and_Contemplative_between_Cinema_and_the_Museum
https://www.researchgate.net/publication/357740131_Attention_Distraction_and_the_Distribution_of_the_Senses_Slow_Reflexive_and_Contemplative_between_Cinema_and_the_Museum
https://www.researchgate.net/publication/357740131_Attention_Distraction_and_the_Distribution_of_the_Senses_Slow_Reflexive_and_Contemplative_between_Cinema_and_the_Museum
https://web.mit.edu/allanmc/www/foucault1.pdf
https://www.google.com/search?q=The+Cinema+of+Attraction%5Bs%5D%3A+Early+Film%2C+Its+Spectator+and+the+Avant-Garde&oq=when+did+gunning+write+http%3A%2F%2Ffaculty.las.illinois.edu%2Frrushing%2F470j%2FewExternalFiles%2FGunning%2C%2520Cinema%2520of%2520Attractions.pdf&gs_lcrp=EgZjaHJvbWUqCAgBEAAYFhgeMgYIABBFGDkyCAgBEAAYFhgeMg0IAhAAGIYDGIAEGIoFMg0IAxAAGIYDGIAEGIoFMgcIBBAAGO8FMgoIBRAAGIAEGKIEMgoIBhAAGIAEGKIEMgoIBxAAGIAEGKIEMgcICBAAGO8F0gEIODA1NWowajeoAgCwAgA&sourceid=chrome&ie=UTF-8&mstk=AUtExfCGAK8JiMm_qY4gvLSYF9kc4bOBmkJjBd3tKhO_uPxV3Ali3fvHUlTibdfbeHl4mPXyjDz595vG8jkFLIvZl6TopDLTZoEnPcDB0rWsRHUiknGnZolFEOgdZnME0SXR-v-JVtm7WCq7GJPNBaSrU9osHhaLW4-G8fq-SMFIQEmmUhSr0y8YkMWWJyE8F35jLqi5qgNMqKrGAey7UQH79hNbzcIV3bvvRZMkvAhJiI0EVdSfNe6uWFDZHxQWf1kpGzJJ064Lt_98iWuNA39I5sUM&csui=3&ved=2ahUKEwivgPPWmr6SAxVjQ0EAHfBhM3UQgK4QegQIARAC
http://faculty.las.illinois.edu/rrushing/470j/ewExternalFiles/Gunning,%20Cinema%20of%20Attractions.pdf
https://doi.org/10.2307/303211


   
 

  63 

 

James, N. (2010) ‘Passive Aggressive’, Sight & Sound, British Film Institute, London. 20:4 

(April 10) pp. 5. Available at: https://unspokencinema.blogspot.com/2010/05/slow-

films-easy-life-sight.html (Accessed: 16 October 2025) 

Romney, J. (2010) ‘In Search Of Lost Time’, Sight & Sound, British Film Institute, London. 20 

(February) pp. 43-44. Available at: 

/fiaf//C74F30BFAC8F43E9PQ/3?sourcetype=Magazines/fiaf/docview/237119819/C74F

30BFAC8F43E9PQ/3?sourcetype=Magazines (Accessed: 16 October 2025) 

Sontag, S. (1996) ‘The Decay of Cinema’, The New York Times (February 25) Available at: 

https://www.nytimes.com/1996/02/25/magazine/the-decay-of- or 

https://www.fredkelemen.com/pdf/SusanSontag_engl.pdf (Accessed: 4 February 

2026)  

Weigel, M. (2016) ‘Slow Wars: Is this how cinema transcends itself?’, Issue 25: Slow Burn N+1 

magazine (Spring) Available at: https://www.nplusonemag.com/issue-25/essays/slow-

wars/ (Accessed: 23 October 2025) 

 

Online Images: 

Flickr (2007) Taipei in Taiwan February 1990. Available at: 

https://www.flickr.com/photos/71144572@N00/1125824878  (Accessed: 4 January 

2026) 

Meyskens, C. (2017) https://everydaylifeinmaoistchina.org/2017/01/18/a-collection-

everyday-life-in-taiwan-1971-72/. Available at: 

https://everydaylifeinmaoistchina.org/2017/01/18/a--1971-72/ (Accessed: 4 January 

2026)  

Reddit (2026) Taipei Ximen Roundabout, 1978. Available at: /taiwan//vt3gye/ 

2026)/taiwan/comments/vt3gye/i_guess_that_this_sub_can_use_some_photos_from/ 

taiwan/comments/vt3gye/i_guess_that_this_sub_can_use_some_photos_from/ 

(Accessed: 4 January 2026) 

WordPress (2026) Land Use Change and Urbanization in Hong Kong Since WWII: 1990. 

Available at: /1990-2/ https://geo3241.wordpress.com/: (Accessed: 4 January 

2026)  

https://unspokencinema.blogspot.com/2010/05/slow-films-easy-life-sight.html
https://unspokencinema.blogspot.com/2010/05/slow-films-easy-life-sight.html
https://www.proquest.com/fiaf/docview/237119819/C74F30BFAC8F43E9PQ/3?sourcetype=Magazines
https://www.nytimes.com/1996/02/25/magazine/the-decay-of-cinema.html
https://www.fredkelemen.com/pdf/SusanSontag_engl.pdf
https://www.flickr.com/photos/71144572@N00/1125824878
https://everydaylifeinmaoistchina.org/2017/01/18/a-collection-everyday-life-in-taiwan-1971-72/
https://everydaylifeinmaoistchina.org/2017/01/18/a-collection-everyday-life-in-taiwan-1971-72/
https://everydaylifeinmaoistchina.org/2017/01/18/a-collection-everyday-life-in-taiwan-1971-72/
https://www.reddit.com/r/taiwan/comments/vt3gye/i_guess_that_this_sub_can_use_some_photos_from/
https://geo3241.wordpress.com/1990-2/
https://geo3241.wordpress.com/


   
 

  64 

 

 

Online Videos: 

Berlinale Talents (2024) Alternative Narratives: Art as Articulated by Tsai Ming-liang. February 

2024. Available at: https://www.youtube.com/ (Accessed: 14  October 2025)  

BFI (2020) TSAI MING-LIANG Screen Talk | BFI London Film Festival 2020. Oct 19 2020. 

Available at: https://www.youtube.com/watch?v=2F049BAmqso&t=47s (Accessed: 11 

January 2026) 

Bildrausch Filmfest Basel (2018) Rethinking Transcendental Style: A lecture by Paul Schrader, 

hosted by Bildrausch – Filmfest Basel. June 21 2018. Available at: 

https://www.youtube.com/watch?v=eZ93-QjiHfw (Accessed: 10 October 2025) 

Deschanel, B. (2024) When Movies are a Religious Journey. 31 May 2024. Available at: 

https://www.youtube.com/watch?v=bXD38wvuW98&list=WL&index=72 (Accessed: 

14 November 2025) 

Ji.hlava (2024) Masterclass: Tsai Ming-liang @ 28th Ji.hlava IDFF 2024. Dec 9 2024. 

Available at: https://www.youtube.com/watch?v=Bfkt5z_vPO4 (Accessed: 14  October 

2025) 

Nad, S. (2023) In Praise of Slow Cinema. 24 October 2023. Available at: https:// (Accessed: 14  

October 2025)  

QAGOMA (2025) Film In Conversation/ Tsai Ming-liang. April 1 2025. Australian 

Cinémathèque, Gallery of Modern Art. Available at:  https://www.youtube.com/ 

(Accessed: 10  October 2025)  

Rankin, S, J. (2023) Low and Slow Cinema. 20 August 2023. Available at: https:// (Accessed: 11  

October 2025)  

Sewn, R. (2018) What Is Duration? Understanding Slow Cinema Through KAILI BLUES. 30 

May 2018. Available at: &list=WL&index=72list=WL&index=72 (Accessed: 15 

November 2025) 

https://www.youtube.com/watch?v=Nn8MQnqpejw&list=WL&index=72
https://www.youtube.com/watch?v=2F049BAmqso&t=47s
https://www.youtube.com/watch?v=eZ93-QjiHfw
https://www.youtube.com/watch?v=bXD38wvuW98&list=WL&index=72
https://www.youtube.com/watch?v=Bfkt5z_vPO4
https://www.youtube.com/watch?v=eklBgjJBpCw&list=WL&index=72
https://www.youtube.com/watch?v=JNie-stircQ
https://www.youtube.com/watch?v=1wxrQ3B0xhw&list=WL&index=72
https://www.youtube.com/watch?v=tshaoIotNYI&list=WL&index=72


   
 

  65 

 

TIFF (2017) Paul Schrader on Revisiting Transcendental Style in Film | TIFF. May 1 2017. 

Available at: &t=1s (Accessed: 15 November 2025)&t=1s (Accessed: 15 November 

2025) 

Van Soest, N. (2024) THE FUTURE OF CINEMA IS SLOW. 1 January 2024. Available at: 

https://www.youtube.com/watch?v=Zcl4HS1OO64&list=WL&index=71&t=2

2s (Accessed: 16 November 2025)  

Vernon Stephenson, M. (2024) how to frame a story. October 27 2024. Available at: 

https://www.youtube.com/watch?v=XSnu3m9PWYY&list=WL&index=82 (Accessed: 

15 November 2025) 

YouTube (2021) Rare 1997 interview with Abbas Kiarostami, conducted by Iranian film scholar 

Jamsheed Akrami. 2 March 2021. Available at:  https:// (Accessed: 10 December 2025)  

YouTube (2021) Tsai Ming-liang about making "Goodbye, Dragon Inn" (2003). March 7 2021. 

Available at: https://www.youtube.com/ (Accessed: 10 November 2025) 

YouTube (2022) Beautifully Boring: Films Where ‘Nothing Really Happens’. 18 March 2022. 

Available at: https://www.youtube.com/ (Accessed: 11 December 2025)  

YouTube (2022) IndieSeen: Goodbye, Dragon Inn. Feb 9 2022. Available at: https:// (Accessed: 

3 December 2025)  

YouTube (2023)  Dream April 18 2023. Available at: https://www.youtube.com/ (Accessed: 10 

December 2025)  

 

Research Reports: 

Gibson, M. (2014) Bringing Manufacturing Back. Is the tide of offshoring beginning to turn 

towards reshoring? Civitas: Institute for the Study of Civil Society. Available at: 

https://www.civitas.org.uk/content/files/BringingManufacturingBack.pdf?utm_source=c

hatgpt.com (Accessed: 1 February 2026) 

 

https://www.youtube.com/watch?v=m4F8I8OVmUU&t=1s
https://www.youtube.com/watch?v=Zcl4HS1OO64&list=WL&index=71&t=22s
https://www.youtube.com/watch?v=Zcl4HS1OO64&list=WL&index=71&t=22s
https://www.youtube.com/watch?v=XSnu3m9PWYY&list=WL&index=82
https://www.youtube.com/watch?v=VTcm4P5qAF8
https://www.youtube.com/watch?v=77IlqLHXaW8&list=WL&index=82
https://www.youtube.com/watch?v=zrS9wG_fQ2c&list=WL&index=72
https://www.youtube.com/watch?v=9Ju2x5phis4&list=WL&index=82
https://www.youtube.com/watch?v=4j55ND-DdQ4&pp=ygUPdHNhaSBtaW5nIGxpYW5n
https://www.youtube.com/watch?v=4j55ND-DdQ4
https://www.civitas.org.uk/content/files/BringingManufacturingBack.pdf?utm_source=chatgpt.com
https://www.civitas.org.uk/content/files/BringingManufacturingBack.pdf?utm_source=chatgpt.com


   
 

  66 

 

Tables: 

Johnston, S. (2026) Recent Award Recognised Films Incorporating Slow Cinema Techniques.  

 

Theses: 

Boer, J. (2025) ‘Sensing Slowness: A Phenomenology of Slow Cinema Spectatorship’ PhD 

thesis University of Groningen. Available at: 

https://research.rug.nl/en/publications/sensing-slowness-a-phenomenology-of-slow-

cinema-spectatorship/ (Accessed: 15 October 2025) 

Çağlayan (2014) ‘Screening boredom: the history and aesthetics of slow cinema.’ PhD thesis, 

University of Kent. Available at: https://kar.kent.ac.uk/43155/1/ (Accessed: 20 

December 2025) (Accessed: 20 December 2025)  

Lee, J. Y. (2005) ‘Travelling Films: Western Criticism, Labelling Practice and Self-Orientalised 

East Asian Films’ PhD Thesis, Goldsmiths College University. Available at: 

https://research.gold.ac.uk/id/eprint/28569/1/ (Accessed: 16 January 2026)  

Martin, J. (2020) ‘Encountering the Worlds of Slow Cinema: Spectatorship, Duration, and 

Nostalgia’. Senior Honors Thesis. University of North Carolina, Chapel Hill. Available 

at: https://cdr.lib.unc.edu/concern/parent/dv140074k/file_sets/pc289q57s (Accessed: 15 

October 2025) 

 

Websites: 

AMPAS (2026) Academy of Motion Picture Arts and Sciences. Experience over nine decades of 

the Oscars from 1927 to 2026. Available at: 

https://www.oscars.org/oscars/ceremonies/2026 

BAFTA (2026) British Academy of Film and Television Arts. Awards Database. Available at: 

https://www./awards/search/?search=Best+Film&pagenum=2 /awards/search/?search

=Best+Film&pagenum=2  

Ciment, M. (2003) 'The State of Cinema', unpublished address to the 46th San Francisco 

International Film Festival, San Francisco, April. Available at: 

https://unspokencinema.blogspot.com/2006/10/state-of-cinema-m-ciment.html 

(Accessed: 20 October 2025)  

https://research.rug.nl/en/publications/sensing-slowness-a-phenomenology-of-slow-cinema-spectatorship/
https://research.rug.nl/en/publications/sensing-slowness-a-phenomenology-of-slow-cinema-spectatorship/
https://kar.kent.ac.uk/43155/1/Screening.Boredom.Caglayan.pdf
https://research.gold.ac.uk/id/eprint/28569/1/CUL_thesis_Lee_2005.pdf
https://www.bafta.org/awards/search/?search=Best+Film&pagenum=2
https://unspokencinema.blogspot.com/2006/10/state-of-cinema-m-ciment.html


   
 

  67 

 

Festival de Cannes (2026) RETROSPECTIVE. Available at: 

/retrospective/2023/selection/ /retrospective/2023/selection/  

Golden Globes (2026) Golden Globes Awards Database. Available at: 

https://goldenglobes.com/awards-database/  

IFTA (2016) IFTA Awards. Available at: https://www.ifta.ie/awards.html 

Rothstein, A. (2012) The New Inquiry. The Slow Politics of Occupied Filmmaking Available at: 

https://thenewinquiry.com/the-slow-politics-of-occupied-filmmaking/ (Accessed: 17 

January 2026) 

Tuttle, H (2010) ‘Slow films, easy life’, Unspoken Cinema , Contemporary Contemplative 

Cinema (May 12) Available at: https://unspokencinema.blogspot.com/2010/05/slow-

films-easy-life-sight.html (Accessed 21 October 2025). 

Tuttle, H. (2006) ‘The State of Cinema (M. Ciment)’, Unspoken Cinema, Contemporary 

Contemplative Cinema. (October 30) Available at: https://(Accessed 21 October 2025).  

Zhou, D. (2022) 'Apichatpong the Memorious, History’s sleepwalkers awake in Memoria’. 

Available at: https://thebaffler.com/latest/apichatpong-the-memorious-zhou (Accessed: 

17 January 2026).   

 

 

https://www.festival-cannes.com/en/retrospective/2023/selection/
https://goldenglobes.com/awards-database/
https://unspokencinema.blogspot.com/2006/10/state-of-cinema-m-ciment.html
https://thebaffler.com/latest/apichatpong-the-memorious-zhou

	Declaration of Originality
	Acknowledgements
	Abstract
	Table of Contents
	List of Figures
	List of Tables
	Introduction
	Chapter One: The Pressure of Time
	1.1 External Conditions: Modernity, Acceleration & Globalisation
	1.2 Internalisation: Burnout
	1.3 Cinema Under Acceleration
	1.4 Loss of Culture & Temporal Dislocation
	1.5 The Response: The Search for Alternative Temporalities
	1.6 Slow Cinema as Resistance
	The relevance of slow cinema has sparked controversial discourse, with the term “slow cinema” becoming popular among film critics in 2010 after several critical articles and debates in Sight & Sound, with James (2010) accusing it of demanding too muc...

	Chapter Two: Theoretical Frameworks – Time, Space & Affect
	2.1 Andrei Tarkovsky
	2.2 Paul Schrader
	2.3 Gilles Deleuze
	2.4 Michel Foucault

	Chapter Three: Goodbye, Dragon Inn (2003) Image Analysis
	3.1. Interstitial Space & The Theatre as a Heterotopic Archive
	3.2. Stillness & Suspension as Design
	3.3. Temporal Accumulation & Architectural Porosity
	3.4. Embodied Duration & Lighting
	3.5. The Crystal-Image

	Chapter Four: Slowing Down - Slow Cinema Expansion & Contemporary Relevance
	4.1 Slow Culture Movements
	4.2 Reversal of Cinematic Influence
	4.3 Tsai Ming-liang as a Precursor
	4.4 Contemporary Cinematic Slowness
	4.5 Limitations
	4.6 The Future of Spatial Design

	Conclusion
	Bibliography

