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	Michelangelo Frammartino's Le quattro volte (2010) is a beautifully constructed masterpiece which has the capacity to touch viewers deep in their souls. The Guardian has referred to it as “a gem of art cinema and a miracle of animal-wrangling” and The New York Times has called it “idiosyncratic and amazing.” � How is it that such a minimalist-seeming narrative with hardly any dialogue, no single protagonist, and without a focus on humans, can elicit such fervent responses and move viewers so profoundly? This paper will use a phenomenological lens to explore the transcendental aspects of Le quattro volte, analysing how Frammartino's film language conveys a Pythagorean posthumanism to the audience through aesthetics.


	The film first follows an elderly man, then a newborn goat, later the tree under which he rests, and finally a clump of charcoal which is burned into smoke. In making this film, Frammartino seems to have been heavily inspired by Pythagoras's idea of transmutation. In the final book of the Metamorphoses, Ovid posits a speech by Pythagoras that provides a metaphysical and philosophical grounding for his mythic narratives of transformation. The culmination of this speech is the notion of the transmigration of souls, stating: “the spirit in each of us wanders from place to place; it enters whatever body it pleases, crossing over from beast to man, and back again to a beast.” He continues: “We too are part of the world and are more than physical bodies; we also possess winged souls. We are able to make our abodes inside wild beasts and to hide away in the hearts of the cattle” (615). Ovid’s Pythagoras underlines the unity of the natural world and the connection across species. This idea goes beyond most other accounts in Greek and Roman mythology, in which souls descend into the underworld for eternity after death. Even Virgil’s Aeneid, which mentions reincarnation, imagines that the souls can only return to earth in a the form of a human body. Frammartino, however, like Ovid’s Pythagoras, suggests the more radical notion that souls can just as easily pass from human to animal form. 


	Rather than use words and sentences to demonstrate this concept, he uses film language. Maurice Merleau-Ponty recalls Penelope in his metaphor that “the real is a closely woven fabric.” Indeed, this analogy applies to the art of movie-making since the frames are cut from stock in order to be woven back together through montage. Frammartino may likewise be perceived as sewing together images, but more importantly, Frammartino is weaving together the idea of the soul with the image of the body through montage. After the old man dies, his corpse is laid in a coffin and then closed into a stone wall. The slab cover is placed slowly onto the wall, enshrouding the camera in darkness as it too is buried. The audience waits, staring at the black screen wondering if they will be relieved from this cinematic form of death. Frammartino responds to our growing sense of anxiety during those ten almost interminable seconds as we suddenly hear a goat bleat and the film cuts to a baby kid falling to the ground after breaking forth from his mother's body. The first two segments of Frammartino's film likewise compels the viewer to erase any perceived distinctions between people and animals, considering them as equals. Through the juxtaposition of the old man’s burial to the baby goat’s birth, Frammartino leads us to believe that the man's soul has been transported to the furry body of this baby goat. Here, it is precisely the camera which unites these two souls using the cinematic language to illustrate Pythagoras's insistence that “our souls are always the same, though they move from home to home in different bodies” (602). The film is able to create the idea of a soul through this use of editing, revealing the invisible on the screen.


	Since it is generally accepted that human society is only separated from the animal kingdom by language and reason, it is significant that neither is manifested in the narrative of the film. Although some snippets of conversation are decipherable, the scenes are for the most part silent. The only insight to the elderly man's thoughts and feelings are by way of his facial expressions and movements. In the second segment, we discover just as much meaning in the baby goat's furry face as we had previously in the man’s wrinkled and expressionless one. Frammartino smooths the narrative break between the first two segments of the film by making it possible for the spectators to identify just as easily with the goat as they had previously with the old man. In arguing for the human-like qualities of animals, Pythagoras had in fact singled out the bleating of a goat in its resemblance to that of a human infant: “How could anyone slaughter a goat as it cries in distress like a baby” (616). Thus, when our young protagonist gets stuck in the ditch and cries out desperately “ma, ma,” the audience might even mistake it for that of a human child calling for his mother. 


	Already breaking down barriers between species in a posthumanist way in these first two segments of the film, Frammartino takes this idea even one step further by then transferring the goat's soul to the tree under which he dies. In Ovid as well, the soul migrates not only into animals, but also into trees and vegetation, such as Daphne's transformation from a mobile human into a laurel tree. In this transition to the third segment, a radical montage cut is not needed to depict the transfer of the soul–only a simple reframing of the camera. Frammartino now presents the frame in a wide shot, which shows the tree centered in full-body scale, physically taking over the role of the protagonist as the goat remains marginalized in the frame as a speck of white in the corner. The sun is now setting and we understand that the goat's life is being compared to the day in a visual metaphor, as both come to a close. This is the only shot of a sunset presented in the film and might therefore also be a metaphor for the decentralization of humans in the world, bringing about a symbolic dawn with a new posthumanist perspective. 


	This again shows Pythagoras's idea that “nothing retains its original form, but Nature, the goddess of all renewal, keeps altering one shape into another […] the wholeness in nature is constant” (606). In the film, the fact that the landscape has been radically transformed due to the cycle of the seasons is a visual reminder that change is the only constant. Pythagoras continues, “in the whole of the world there is nothing that stays unchanged. All is in flux. Any shape that is formed is constantly shifting. Time itself flows steadily by in perpetual motion” (602). Frammartino shows the tree still standing stoically in the center of the frame as though it were a stable structure in the environment. Yet the visually arresting transformation in the landscape from summer to winter has reminded us that the tree only appears to be static because change is constant even when imperceptible since the whole universe is subjected to these natural laws. 


	The manifestation of life through the changing seasons illustrates what theorist Claudia Baracchi means when she states “we sense time: time as the expanse of the invisible showing itself in act, of the invisible giving itself in and as the ebbing and flowing of the visible” (321). In her article “Looking at the Sky: On Nature and Contemplation” which focuses on “human self-understanding as it arises from out of the experience of nature,” she expounds on the ancient Greek conceptions of the natural world (319). Le quattro volte presents the mysteries of nature while at the same time seeming to reveal a hidden truth to the audience through the experience of watching the film. Frammartino illustrates this invisible concept of time passing by way of montage when introducing the tree, juxtaposing a summer field with the snow-covered winter one. Baracchi theorizes that “the invisible manifests itself at work in and as the visible in motion and in transformation” (321). Frammartino is able to express not only the invisible and intangible idea of souls, but also of time, through the use of montage and the narrative following the organic process of events.


	Although Baracchi uses her theories mainly to analyze ancient art forms, her ideas can also be applied to the contemporary world of film, and certainly to Frammartino's philosophical musings on life demonstrated in Le quattro volte. This can be seen in particular through the importance accorded to the sky in both Baracchi’s theory and Frammartino’s imagery. Baracchi claims that “if the invisible manifests itself in and as the visible in act, in and as time, we could say that the sky presents itself as the most outstanding, incomparably beautiful place of such a manifestation” (331). The sky is especially preeminent in the opening of third segment, where it provides a living space for the tree. Notably, the film opens with images of air, or at least smoke, clouding the screen as it is blown about by the wind. Frammartino does seem to be playing with the tension between hiding and revealing the natural world. The smoke dissolves and a pile of charcoal is revealed, as Frammartino foreshadows the final transformation of the soul in the fourth segment. 


	Inside the church, Frammartino even gives a close-up of the air itself and we see that it is not empty, for the sunlight highlights the floating dust particles. The camera slowly pans as they swirl. In an interview, Frammartino explains this scene: “I pitagori ci vedevano nella polvere, nei granelli, vedevano le anime galeggianti in attesa di in corpo nel quale installarsi” (4:00).� Again, he reveals his intentions to show the invisible soul through physical details of the world. After the birth of the kid, an older goat with large horns turns to look upwards. Frammartino then cuts to a shot of the clouds passing directly above. This point of view shot adds a depth of subjectivity, as the goat performs a supposedly human action—that of looking up at the sky. 


	The film ends overlooking the town as a trickle of smoke trailing from a chimney is freed into the air and then joins the immensity of the sky. This ending completes the metaphoric circle of life as the film, which started in smoke, also ends in smoke which then dissipates into the air. As Baracchi claims: “Time is made manifest through the abidingness of celestial bodies, which if not altogether immobile, always return to themselves, remain in the vicinity of themselves” (330). With the imagery of the smoke being released in the sky, the film establishes that life must always be changing, and that it moves in a circular motion by eventually return to its origins. 


	Baracchi describes nature depicted in art as that which “gives life and withdraws into death” (320). For her, too, the natural world is in constant flux, and death is as inherent as life to the harmonic order. In this light, death is not regarded as an end to life, but is considered a naturally beautiful progression of the metamorphosis of the soul. Frammartino is in line with this view in his portrayal of death. He presents the death of the old man with an emotional distance, showing his face only close enough to discern that his breathing has stopped. This is not sensationalized by a dramatic close-up and we are not invited to mourn for him. Indeed, the film continues just as life continues and we see the goats roaming around his room and the townspeople performing his funeral ceremony.


	Baracchi cites Heidegger, who also takes from Greek philosophy to create a theory of nature when he claims that “the essence of being is to unconceal itself, to emerge, to come out into the unhidden.”� Baracchi expounds on this idea to describe a form of spiritual transcendence, which reveals not a form of divinity, but nature herself. This unveiling of nature reveals ta phanerotata which she translates as “transcendence of the human,” noting that “the thrust beyond the human need not amount to a pointing beyond the sensible. Rather, in pointing to the other-than-human, sophia is the memory and reminder of the irreducibility of the universe to humans” (329). Like Pythagoras, Baracchi includes all forms of life in her conception of the world and posits the possibility for transcendence beyond the boundaries of our human perception. 


	Adrianna Cavarero also dissects the Greek concept of Being: “Thus each thing in the course of time is not yet or is not any longer the same. It becomes. In terms that have by now become classic, philosophical terminology describes what can be experienced as a multiple 'becoming manifest.' This becoming of all things (through birth, change, and death) is expressed in terms of not-being” (41). Following this paradox, Frammartino's film in which his main protagonists die is a film about becoming. The birth of the goat, the change of the tree into charcoal, and the death of the man all function in order to show the act of becoming. Physis “connotes the act of generating as a way of manifesting oneself” as Frammartino manifests the invisible soul through these changing bodies (59). Cavarero states that “there is no nothingness before or beyond physis. Physis is simply the world's boundless mode of being” (60). By way of the pythagorian idea of the soul and manifestation of physis, Frammartino concretizes Being in images. Some of the theories she cites as described by Plato echo Pythagorus: “Thus life, defined on the basis of the eternal life of the soul, loses its connotation of birth and death, leaving these within the bodily dimension. We have thus two meanings for the word life: the true life of the soul, and the mere life of the body that moves, grows, and changes between birth and death” (25). Birth and death are always connected, but neither brings about a definitive form. Nature is always in flux between these two bodily states, as is so elegantly portrayed in the film. 


	In fact, one could say that Nature itself is the real protagonist of the film. Frammartino uses a visual metaphor to vividly illustrate the force of nature in the first segment when the man tries to contain snails in a bucket. Not even the brick on the top can keep them inside and they manage to escape all over the table. This symbolizes the power and chaos of nature, as well as the intrinsic search for freedom inherent in all beings. After the man's death, a goat tellingly enters the house and frees the snails again, knocking over the pot that was tied shut with cloth. Another example of the conflict between nature and humans occurs in a masterful long take that is played out on the road. During a procession, a dog removes the stone from the wheel of a truck, which subsequently rolls backwards, crashing into a gate. This again breaks down the barrier that had tried to control the natural world and the goats who had been physically separated from the people on the road now run loose. 


	The final transformation in the film seems least radical since it shows a naturally occurring change, yet it is perhaps the most radical transformation of all since we are invited to follow life from the point of view of the charcoal. Whereas a tree is still considered living since it grows, breathes, and reproduces, charcoal is certainly in another category altogether. Charcoal is in fact born from the death of other substances, created through the process of a dehydration reaction. This removes water and oxygen, the main life-sustaining elements, from the original material. The film then not only gives agency and spirit to animals, but to any object in the material world. Frammartino even places the camera in the position of the logs of wood, tied to the back of the truck, letting us see the world from their perspective. Once inside the charcoal area, Frammartino presents the stacks of logs in the foreground, framing the workers far in the background. Our identification rests with the natural world and watches the humans as a curious species. The camera then even goes inside of the wooden hut as the men place sticks in front of the camera. This simultaneously confirms our point of subjectivity and mirrors the burial of the old man. 


	Even in the credits, Frammartino specifically thanks “il cane Vuk, l'abete bianco del Pollino, le capre di Caulonia, il carbone delle Serre calabresi.” He is recognizing the contributions that each of them have made to the film. In this way Frammartino places the animals and minerals on par with, if not above, the human actors. A post-humanist perspective is then particularly relevant in reading Le quattro volte since only one of the four protagonists is a human. In fact, this seems to be the ultimate post-humanist film, creating a real identification between the spectator and the living world. In a response to post-humanist Giorgio Agamben, Dinesh Wadiwel states:


The humanist will say 'Stop treating humans like animals: respect the human and violence will not be possible.' But there is alternative line of thinking that responds in an apparently oblique way to the humanist: 'Stop treating animals like we treat animals; then it will not be possible to treat humans like animals.' Understood in this fashion, human violence represents not only a capacity for dehumanization alone, but is tied closely to the justification of violence against the non-human.





This echoes Pythagoras's plea for humans to seek nourishment in “feasts that demand no slaughter or bloodshed” since any act against an animal soul could also be against a human one. Frammartino's film uses the notion of transmutation in order to create an equality between souls.  In professing fraternity among the species, he is attempting to reveal the unity of the world.


	People, on the other hand, are often presented in an alienating way. For example, the group of people at the festival are filmed from above through a bird's eye view, which simultaneously encourages the spectator to identify with the perspective of the natural world and also distances us from identifying with the individuals. When a person attempts to climb the tree, Frammartino films from such a distance that he seems miniscule. The tree however, is presented in a medium shot as the majority of its body is in the frame. Instead, we are encouraged to relate to the animals, who are anthropomorphized and attributed a subjectivity. The close-ups on the baby goat reveal human-like attributes, as he cries out, takes his first steps, and falls into a split. Frammartino then presents a reverse shot of the herd as onlookers of the newborn. They resemble a council of elders who have conjoined to welcome this new member of the community and to discuss his fate. An extreme close-up shows the kid's profile, aligning the spectator with his perspective.


	Despite the portrayal of the people, the division between the animal world and that of humans is never clearly marked. After the title sequence, the first shot reveals an empty landscape and the sound of bells clinking. The sound carried through the air announces the arrival of living beings, which we can assume to be farm animals through the association of the sound, even before we actually see them. When they enter the frame, they are so small that we cannot at first differentiate the goats from the shepherd, until they cross to the foreground. Three of the protagonists are also presented together in the first close-up of the film: the old man leans against a tree as his goats gather around him. This is the image that was chosen as representative of the film to be on posters, since it effectively introduces the themes. These three protagonists are already shown together within the same frame, foreshadowing the connection that they will have throughout the film. The old man also seems to belong more to the animal world than that of humans since he mainly associates with his goats. He even wears a sheep's wool vest, which allows him to blend in perfectly with the animals around him as he bends down to milk one of his goats. Although he does have a few interactions with other individuals, he is thus connected to the animals. 


	When the man sits along the road at night, unable to walk any further, we realize that no one would find him in time if he were in trouble. Suddenly, the dog runs back to check on him and this bond between the man and the dog pushes the boundaries of their separate realms. This type of friendship is perhaps reminiscent of an earlier Italian film, Umberto D by Vittorio De Sica. Made as a culmination of the neorealist style, the film portrays an elderly man and his only companion, his faithful dog Flike. Although De Sica does not give Flike too many close-ups in order to avoid a false sentimentalism, he occasionally portrays the dog's subjectivity in looking at Umberto. 


	Nowadays, films that are referred to as having neorealist tendencies are usually bleak portrayals of a serious sociopolitical situation through quotidian details. Michele Guerra, a professor at Università di Parma, criticized the fact that the label of “neo-neorealismo” is given to pessimistic films which depict the deterioration of society, such as Gomorrah. � Neorealism rather is based on the concept of redemption, whereby the fact of having shed light on these otherwise marginalized and untold stories is enough to bring hope to the world and eventually change the spectators' level of perception of others, leading to greater understanding and even identification. Gilles Deleuze, in particular, viewed neorealism as form of redemption, stating that Rossellini's films show a ''duty to believe and produce belief in a relation between man and the world'' (171). Frammartino, in fact, cites Deleuze when he states that his film is based on a “belief that you need to recall and feel your bond with 'the other': but when I talk about this, I refer to what Gilles Deleuze theorized, 'to believe in this world.”� Regardless of whether or not Frammartino would accept the label of “neo-neorealismo” for his film, he pushes the idea of neorealism even further as he addresses nature beyond society, re-instilling belief in the world by establishing a connection among all forms that share in the world of nature.  


	Frammartino not only has the same redemptive project as neorealism, but he uses a similar aesthetic, as described by Cesare Zavattini. In his theoretical essay Alcune idee sul cinema, he states: 


“All we have to do is to discover and then show all the elements that go to create this adventure, in all their banal 'dailiness,' and it will become worthy of our attention, it will even become 'spectacular.' But it will become spectacular not through its exceptional, but through its normal qualities; it will astonish us by showing so many things that happen every day under our eyes, things we have never noticed before” (V). 





Zavattini proposes that cinema show things “as they happen day by day – in what we might call their 'dailiness,' their longest and truest duration” (III). Frammartino certainly follows this suggestion in depicting lives that would not have been seen as noteworthy otherwise. Frammartino pushes Zavattini's theories to the extreme by inviting the audience to focus on the spectacular essence of life, which easily passes unaware in their own lives. It is by way of this revelation that a transcendental experience can occur. 


	Another film compared to Frammartino's is Robert Bresson's Au Hasard Balthazar (1966), for the way in which it emphasizes the everyday reality as told through the perspective of a non-human protagonist. In an interview, Frammartino acknowledges that, thanks to Bresson, he learned that cinema can film the soul. Balthazar the donkey is constantly abused by the human characters until he is shot and dies amidst a meadow of sheep in the final sequence. The immediately visible connection between these films lies in the characters embodied by these farm animals, a donkey and a baby goat. In one of the most iconic scenes of Bresson's film, Balthazar looks around at the other animals who are kept in cages for a circus show.� His face is presented in a close-up, delineating his gaze at the others through a shot-reverse-shot to establish his own subjective perspective. The spectators' identification is aligned with Balthazar's, since it is through his eyes that we can see the others. Balthazar's eyes hold so much emotion, perhaps attributable to a personification on the part of the audience. If eyes are indeed the window to the soul, Bresson certainly is attempting to portray the souls of these animals. Bresson therefore introduces the idea of a soul through montage, just as Frammartino does in his own film.


	Bresson's style of filmmaking is often referred to as transcendental, and it seems that Frammartino's film might also fit this category. Paul Schrader uses this term to analyze an effect in cinema which is not confined by time or space, epochs or nations. In his book Transcendental Style in Film, he compares the styles of French Robert Bresson, Japanese Yasujiro Ozu, and Danish Carl Dryer. He describes the individual qualities of each filmmaker's aesthetic that unite them in a “spiritual universality” which “strives towards the ineffable and invisible” (3). The Transcendent “is beyond normal sense experience, and that which it transcends is, by definition, the immanent” (5). Frammartino indeed directs his gaze towards the natural world in order to transcend it and express the immanence of souls. Schrader clarifies that human works, and art in particular, “cannot inform one about the Transcendent, they can only be expressive of the Transcendent” since it is impossible to restrict into a tangible reality (6). This concept cannot be described by any objective truth, since “transcendental style seeks to maximize the mystery of existence; it eschews all conventional interpretations of reality” (10). Therefore, this transcendental effect cannot be defined objectively, but rather interpreted on a more experiential basis.


	Schrader defends the form of a transcendental film to be that which “makes the viewer an active participant in the creative process–he must react contextually to the form” (61). The transcendental experience cannot take place within the film medium itself, but must incite this reaction within the viewer. Bresson states that “a film is not a spectacle, it is in the first place a style,” supporting the claim that the form mirrors content and that the aesthetic is just as important to the analysis of a work as is the theme (60). While the plot does set up the key message of the work, it is the way in which these themes are expressed through aesthetics that makes the film truly transcendental. These claims are then especially relevant to the transcendental style, according to Schrader's emphasis on the expressive rather than informative qualities as he states that “the form is the operative element” since it is “the universal element” which does not depend on specific details in order to be understood (61). 


	In this light, Schrader proposes that the form affects the viewer on an almost subconscious level: “Then, after the expression is complete and the work of art has finished its task, the viewer can return to a life of experience, feeling the 'new' emotions which result from aesthetic participation” (85). These films can be considered transcendental because they act as a catharsis for the viewer, who undergoes this experience by taking on an active mental role. Indeed, Frammatino's film cannot leave the spectator indifferent, as demonstrated by the extremity of the reviews either praising or denouncing it. Schrader again places the emphasis on the viewer to undergo the cinematic experience since “at the moment of transformation all the stripped, flat images, dialogue, camerawork, and sound effects unite to create a new screen, the one formed by the spectator” (82). In order to understand how these films call on the audience through their film language, it is necessary to analyze the mode of aesthetics. Bresson's cinematic grammar is made up more of close-ups, presenting a fragmented reality which the audience then must connect in their heads to unify it as a whole. Frammartino, on the other hand, presents the world in a long take with depth of field. Although his method is the opposite of Bresson's, he also requires active participation on the part of the audience. Perhaps his aesthetics are even more conducive to this role taken on by the spectator, especially when analyzed through the lens of André Bazin's theories on depth of field. 


	Bazin's article on “The Evolution of the Language of Cinema” claims that film “can be reduced essentially to two categories: those that relate to the plastics of the image and those that relate to the resources of montage” (24). By this, he is dividing the films that use mise-en-scène as opposed to those that rely more heavily on montage. He favored the long shot, which he felt presents a freedom of the frame, grounded in realism. The frame is to serve as a window, a larger lens through which to analyze reality. When watching a scene filmed with depth of field, the audience can choose to prioritize different areas of the frame and Bazin then encourages spectators to take action through watching, rather than by remaining passive and accepting control. 	


	Bazin's theory acts against a positivism which claims that reality is empirical and based on fact. He argues rather, following the philosopher Henri Bergson, that one can only know the real through personal experience and perceptions of our world. This theory is reflected in his ideology for a cinema in which viewers do not have any one purpose or way of viewing the film, but can choose a myriad of directions in which to focus on. The ultimate freedom is knowing that there is no prescribed end goal, but that one can create one's one world based on one's own perceptions. A film is not a universal object seen in the same way by everyone. Through a personal perspective, one can focus on different aspects of a film and therefore have a unique viewing experience. This philosophy manifests itself through the cinema Bazin describes, in which everyone's perception is subjective and there is no singular reality. 


	In Bazin's realization of the existential crisis of humanity, he is stating that there is no purpose to the world. The only way to combat and overcome the 'nothingness' of life is by exerting one's individuality and becoming active. Each of us must attribute our own meaning to the world through individual choices and using our own subjective perspective to understand it. Bazin applies this idea to the cinematic art form by inviting the viewer to take action within the frame. When we view a scene filmed with depth of field, we can likewise choose to give priorities to different areas of the frame by physically moving our eyes in order to find meaning within the frame. In a long take, we have even more time to find one or even multiple meanings. Through this cinema of reality, Bazin encourages an active spectator to create a personalized experience and individual meaning through watching. 


	In an interview with Filmmaker Magazine, Frammartino gives a similar conclusion to what we could interpret from analyzing his work through Bazinian theory:�


Frammartino: I love Bruegel paintings. It’s fantastic how free you can feel watching a painting like that, no?


Filmmaker: Because you edit the narrative yourself as you look across the painting?


Frammartino: Exactly. And you feel part of the work. That is very, very interesting for me, especially working on wide shots where there are many elements at the same time. I’m really worried about this problem because in Italy, images are so connected to power. There is no freedom in images, so I feel it’s important to work on the freedom of the viewer. And this is one of the possibilities.”





Indeed, this ideology concerning visual art is very much applicable to Le quattro volte, as Frammartino's aesthetic style is geared towards giving his audience a specific experience during their viewing of the film. Although he does not explicitly cite Bazin, Frammartino's conception of this aesthetic stems from these ideas when he states: "mi piace filmare in campo lungo, magari anche con un po’ di profondità di campo, perché m'interessa molto, sento la necessità di mettere lo spettatore di fronto alla possibilità di far correre l'occhio, lungo al quadro, attraverso, dentro, e proprio perché si possa appropriarsene” (16:40). � Following Bazin's statements on the active participation encouraged through depth of field, this perspective also emphasizes the importance of interpreting through one's own world view in order to reach a personal and subjective truth. It is through a first person point of view that the structures of consciousness are deciphered, which also encourages a self-awareness on the part of the viewer. 	


	This concept of transcendence through aesthetics in the film could also be analyzed through the phenomenological lens as described by Terry Eagleton in his Literary Theory: An Introduction. He defines phenomenology as “a 'transcendental' mode of enquiry” which searches to analyze “a 'transcendental' subject” (56). This lens will push Schrader's description of transcendental cinema even further to reveal more theoretical implications behind the aesthetics. Consciousness transcends the physical world through a perception of sensory experience, using real-life objects to understand the layers underneath. Eagleton analyses Heidegger's philosophical project which “will partly decenter the human subject from his imaginary position of dominance” (62). Similarly, Frammartino effectively removes human beings from the main focus in the film. Spectators can no longer align themselves with the perspective of other people, but must identify with the natural world. Once the audience understands that another transformation of the soul has taken place, they are quick to identify with a tree and even charcoal. Indeed, “what is central to Heidegger's thought, then, is not the individual subject but Being itself” (63). Frammartino follows this ideology on a meta-textual level, applying this same theory to his approach to filmmaking as he states: “You control some things and many things you don’t control, and this for me is interesting. It’s why I work with animals. You have to wait. As a director, you cannot work with this idea of man being in the center and then try to control everything.” This is a view that relies on the subjective experience to understand meaning, while acknowledging that the natural world is at the central focus. 


	In this way, Frammartino also attempts to reveal Being itself by metaphorically giving bodies of different kinds to one soul. Heidegger tries to reconcile the dualism that exists between the objective and the subjective to create Being. Eagleton expands this point: “Enlightenment rationality, with its ruthlessly dominative, instrumental attitude towards Nature, must be rejected for a humble listening to the stars, skies and forests” (63-4). He echoes Baracchi's point of a return to primitive nature in order to understand the world: “Man must 'make way' for Being by making himself wholly over to it: he must return to the earth, the inexhaustible mother who is the primary fount of all meaning” (64). Frammartino's man indeed returns to the earth through death, and even his spirit is finally transferred to the charcoal which is burned and then disintegrates back into nature. 


	Nature takes on the role of the source of meaning instead of rationality, even though for Heidegger, “language always pre-exists the individual subject [...] it is the place where reality 'un-conceals' itself” (63). A more structuralist reading would claim that ideas cannot be transmitted without the use of language or predetermined symbols. However, Eagleton clarifies that “phenomenology, by contrast, wishes to keep certain 'pure' internal experiences free from the social contaminations of language” and Le quattro volte is certainly pure as it could almost be considered a silent film (61). We are able to understand meaning by looking at the images themselves and the film focuses on diegetic sounds which exist outside of the realm of language and grammar. Our understanding of the story, and more importantly of the characters themselves, transcends any form of a structured language.


	By moving beyond language, Frammartino also transcends the notion of nation to create a really universal film. Like the other transcendental filmmakers grouped by Schrader, his work becomes international by being specific to his culture at its core. The superstition about drinking the church dust shows more about human nature and fear of impending death than it is a commentary on primitive civilizations. A shepherd's daily nap surrounded by sheep depicts an ancient way of life throughout the world rather than only a regional tradition. The international quality of the film is demonstrated by the fact that it was sold in fifty countries, a rare feat for an Italian film these days. Frammartino's emphasis on the particulars of everyday life can expand to the universals of existence in the world, since “art, like language, is not to be seen as the expression of an individual subject: the subject is just the place or medium where the truth of the world speaks itself, and it is this truth which the reader of a poem must attentively hear” (64). Being itself then becomes the protagonist as life is revealed, meant to be understood and felt by all.  


	In this light, we must experience, rather than merely observe, in order to understand. One may wonder, then, how it is possible for the two-dimensional recreational form of life that is cinema to equate itself with a lived experience. It is through our own interpretations, which relate the new images we perceive to our past-lived experiences, that we are drawn into the world of the film. Perhaps Le quattro volte in particular is able to provide an immersive sensory experience by mimicking a real time of duration and realistic wide-angle shots which correspond more to our everyday world. This also occurs through the self-awareness incited in the spectator by a Brechtian alienation created through these aesthetics, distancing the audience just enough to have a critical interpretation while still being emotionally engaged within the film. 


	Frammartino rather uses a grammar of images through the cinematic language, which is not a concrete code but leaves much up for interpretation on the part of the viewer. Frammartino reveals his own intentions in analyzing his work: “The meaning of the movie was behind the image, no? You see a goat but there is a soul, there’s something behind it.” This supports the concept of this film as a part of transcendental cinema as seen through a phenomenological lens: 


“It’s to give people the feeling that there is something behind the image they are seeing. For me, this is the meaning of the work, there in the sound. You see a road. But there’s something behind it. It’s a way of showing but also hiding something at the same time. It’s a way of coloring what you see. When we look at things in an everyday way, we don’t see anymore. But oddly, when you cover it, then you see it. You see a statue or a building everyday you pass by it. And then you stop seeing it. But then, it gets covered with a cloth or a box or something, and then you see it again. It’s very strange. When it’s hidden, it’s revealed. So in my images, I am trying to show, but also hide.” 





Although phenomenology does not necessarily take into account the intentionality of the author, rather positing it to the reader or viewer, Frammartino's own words lend support to a transcendental interpretation of Le quattro volte through the construction of images with film language. This film is therefore meant to reveal Being itself and depict the invisible nature of souls, creating political implications through its posthumanist perspective and purposeful aesthetic. 


�


	� http://www.theguardian.com/film/2011/may/26/le-quattro-volte-review


	http://www.movies.nytimes.com/2011/03/30/movies/le-quattro-volte-review.html?_r=0





�	�	https://www.youtube.com/watch?v=0njhn60D4BM


�	“On the Essence and Concept of Phusis in Aristotle's Physics B, 1,” 229-30


�


	�	“Per un cinema dell'uomo: Neorealismi, umanesimo, italianità” (a lecture presented at New York University, Casa Italiana, February 4, 2014. 
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	http://www.experimentalconversations.com/articles/969/to-believe-in-this-world-an-interview-with-michel/
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	https://www.youtube.com/watch?v=FIlO4Itj_OU





�	http://filmmakermagazine.com/83356-into-the-woods-director-michelangelo-frammartino-talks-about-his-mesmerizing-installation-work-alberi/


�	https://www.youtube.com/watch?v=Il5xhLHzdEc








