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MODERN PARABOLIC CINEMA. THE
DYNAMICS OF TIME AND SOCIAL
TRANSFORMATIONS

Eleonora Gogolashvili
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This article examines contemporary parabolic cinema as an aesthetic and philosophical form that reflects the human
condition and spiritual experience within the context of time and contemporary social transformations. The study is
based on the analysis of selected examples from twenty-first-century world cinema. The films under consideration
are characterized by minimalist aesthetics, archetypal characters, and multilayered narrative structures that
transcend specific social contexts and address universal questions of human existence. Particular attention is paid
to the category of time, which functions not merely as a chronological framework but as an active narrative force
shaping memory, metaphysical experience, and moral choice. The article explores how contemporary parabolic
cinema represents major challenges of the modern world, including political oppression, migration, ecological crises,
and the alienation of the individual in the digital age. Through symbolic imagery and parabolic narrative structures,
these films encourage philosophical reflection rather than offering straightforward interpretations of reality. The
study argues that contemporary parabolic cinema goes beyond the representation of social reality, creating a space
for critical reflection in which cinematography becomes a powerful medium for interpreting the modern world and
exploring the spiritual and existential dimensions of human experience.

tury modern parabolic (allegorical) cinema,

which, within the context of time and social
transformations, reflects human condition and spir-
itual state.

“According to Gilles Deleuze, the time-image in
cinema represents an allegorical, non-linear and
multi-layered perception of time.”

“Cinema is the art of the unseen—exactly of that
which is not visible, which has happened, or could
have happened.”?

Since inception, time has been and remains vi-

T his research is based on the issues of 21%-cen-

1 bsgposdgomo, bhmb, 2021.
2 ogddghodg, 29 3oendy, 2021.
3 RKOVSKY, Sculpting, 1989.
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tally significant for the study of humanity. Time di-
rects a person’s character and habits, desires and
aspirations, and defines the boundaries of possibil-
ities and choice.

According to Andrei Tarkovsky, cinema is “time
recorded,” and it is through allegorical narration
that it acquires in cinema a deep, metaphorical di-
mension.?

Influenced by time art, is constantly transform-
ing, and cinematography, as a visual and narrative
medium, reveals these changes in a particularly dis-
tinctive way.
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Time in cinema, just like in life, is an irrevers-
ible force and process, which sometimes disrupts
chronological sequence, and sometimes activates
memory and moral dilemmas.

Cinematography, in the modern world and time,
is no longer limited to recording events—it requires
judgment, the philosophical understanding of mean-
ing, and the emotional involvement of the viewer.

Parabolic cinema, as a form of allegorical narra-
tion, undergoes evolution over time—with its struc-
ture, ideas and expressive methods changing, while
time within it is presented as a multi-layered phe-
nomenon—simultaneously chronological and emo-
tional, an allegory of social change and individual
experiences. Such cinema visualizes not only time,
but also the dynamic variability of society and hu-
man relationships, a factor especially relevant in
contemporary times.

The transformation of allegorical narration in
modern cinema, as in many fields of art, represents
an important direction and a system of expressing
metaphorical thinking.

In parabolic cinema, time is no longer regarded
as the mechanical sequence of past, present and
future, but becomes a philosophical and emotion-
al category simultaneously acting as a narrative
structure and an internal emotional pulse. Such an
approach grants cinema a new philosophical dimen-
sion, shaping the “speech of time.”

Parabolic cinema, through expressive and narra-
tive forms, portrays the cyclicality and multi-layered
nature of time, establishing temporal perception not
only in a linear sense but also from an allegorical
point of view.

Within the framework of allegorical narration,
time assumes cyclical and non-linear forms: the
past, present and future merge, creating a meta-
phorical time-space in which the order of events
loses importance and the emotional impact be-
comes central. Such cinema allows us to perceive
time not as a material line, but as a phenomenon
that expresses the depth of existence and the spiri-
tual condition of the human being.

Thus, allegorical narration in cinema creates a
system of symbols and metaphors in which time and
space intertwine, lending the film deep and multi-
layered character. The viewer in this process is no

4 Bbgodosbo, wmagogmo, 2017.

longer only an observer, but becomes a participant
of the narration, who through cinema contemplates
the philosophy of time and the dimension of their
own existence.

Parabolic, allegorical films do not convey reality
in a direct form, instead using allegories and sym-
bols to depict the issue of the variability of time and
society.

Elements of the parable appear as early as the
beginning of film history, in silent films. One exam-
ple is Fritz Lang’s Metropolis (1927), a film about the
influence of time on human beings.

Films from the post-Second World War period
provide opportunities for significant social and po-
litical analysis and reflection.

Ingmar Bergman’s The Seventh Seal (1957) is
about the interrelation of time and death, Federi-
co Fellini’s 8" (1963) touches on human psychology
and creative processes, Stanley Kubrick’s 2001: A
Space Odyssey (1968) reflects human evolution and
social transformations, Pier Paolo Pasolini’s Teore-
ma (1968) dismantles social norms rooted in time
and creates a parable of class relationships; Andrei
Tarkovsky’s Solaris (1972) unites the cyclicality and
subjective perception of time.

Modern cinema continues to use the factor of
time as an important component of allegorical nar-
ration.

Lars von Trier’s Dogville (2003), with its styl-
ization of theatricality, presents a critical view of
time and society, exploring such timeless themes
as goodness, evil, power, morality and the nature of
society.

“In every person there exists the beginning of
good and evil. And as Trier says: ‘The very point of
the film is that evil is everywhere, until circumstanc-
es determine its manifestation.””*

In the film, the attitude of the local population
toward the newly arrived woman gradually chang-
es. Allegorically, it reflects the dark sides of human
nature and the flaws existing in society.

Dogville shows how seemingly kind and civilized
people can be inclined toward cruelty and exploita-
tion.

The film can be considered an allegory of hu-
man weakness and the misuse of power by society.
Its ending—in which the protagonist takes revenge
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upon the town—can also be understood as an alle-
gory about justice and retribution.

Michael Haneke’s The White Ribbon (2009) is
one of the most complex and ideologically intense
parabolic films of contemporary times.

The apparently orderly settlement, where inhab-
itants address each other with flawless formality,
hides immeasurable cruelty. Children are beaten
and oppressed, women silenced and diminished,
living creatures mutilated, and behind the cruelty of
fathers an even more frightening force is hidden in
the eyes of innocent children.

The director, together with the historical at-
mosphere, creates a symbolic opposition between
darkness and light. The visual language emphasizes
enclosure, violence and inner tension, which gener-
ates uncertainty and brings forth questions “What
is happening here?” “Who is guilty?” Life’s values
intersect with religious morality, which calls for re-
straint but justifies oppression. Behind the appear-
ance of peace and moral preaching lies violence,
inherited across generations.

The finale, in glaring black-and-white, summariz-
ing the last 145 minutes, may, at first glance, awaken
a nostalgic or calming mood, yet, on the other hand,
horrify us, because we see a world that truly existed
before the First World War.

Cormac McCarthy’s soul-shattering novel’s film
adaptation, The Road (2009) by John Hillcoat, in its
content and aesthetics, is rightfully included in the
context of contemporary intellectual parabolic cin-
ema.

The film is an apocalyptic fantasy, whose main
characters, father and son, against the backdrop
of the destruction of the world, are among the last
representatives of ethics, faith and humanity. Their
journey is not only one of physical survival, but also
a path of moral-philosophical transformation.

The characters seem to exist outside of time, in
the emptiness between an uncertain future and the
void of existence. It is painful to watch the heroes’
difficult “road” of survival, which at times feels as
though you are traveling with them.

The father and son’s most precious possession is
a weapon with two bullets. When the time comes,
the father knows that he must first kill the child and
then himself.

The Road raises questions: What does good-
ness mean in a world where nothing “holy” remains,
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where cannibalism rages and values are lost? Mon-
ey and valuables have become worthless, scattered
uselessly in abandoned, looted markets and banks.
In a world where the father cannot reveal his terri-
ble thoughts to his son, and the son cannot confess
his fears to the father, they are completely alone in
a nearly destroyed, nightmarish world.

Lars vaon Trier’'s Melancholia (2011) is one of the
most outstanding parabolic cinematic examples of
contemporary times, about the boundaries of time
and the psychological state of the human being. The
film maintains balance between the subjective and
the objective, which makes it particularly valuable.
The film is an existential parable in which melan-
cholia is presented not as a human condition but as
a way of perceiving and viewing reality.

Melancholia reflects the crisis of the human be-
ing of a new era, when time acts against them and
becomes not progress but a process of the fragmen-
tation of the individual’s spirituality. The director
has created not a tragedy but an image of universal
acceptance of inevitability.

Yorgos Lanthimos’ The Lobster (2015), also an
outstanding example of parabolic cinema, is a futur-
istic dystopian drama with elements of dry, subtle
satire. It is characterized by a harshly exposed min-
imalist aesthetic and a superficial layer of science
fiction. It is full of the awkwardness of sexuality and
romanticism.

The hotel where the film takes place attracts
those who feel marginalized in normal society. Here,
empathy is forbidden, and its punishment is as strict
and sadistic as the punishment of loneliness in of-
ficial society. Under these conditions, according to
legend, if you fail to find a partner, there is a dan-
gerous perspective that you will be turned into an
animal.

The film refers to the isolation of the modern in-
dividual, the illusion of choice, and the institutional
control of love. It concerns the influence society ex-
erts on the individual, forcing them to exist accord-
ing to rules and to forget their own sense of self and
desires.

The cold-toned frames and slow pace compel
the viewer to focus on the deeper content.

The Lobster raises the question: Is love truly an
individual choice?

Andrey Zvyagintsev’s film Leviathan (2014) (the
title referring to the biblical Leviathan) is about cor-
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ruption and violence, about the violation of morality
when a person loses faith yet, unfortunately, re-
mains in a space where they are forced to live.

The director presents the state as an all-con-
suming monster and depicts, in a different way, the
psychological-social traumas of modern society.

The film is an allegorical image of the despot-
ic system in which morality has lost value before
power, and the “Leviathan” is precisely the system
that sacrifices the individual in exchange for its own
well-being.

In Alfonso Cuardn’s extraordinary, deeply per-
sonal film Roma (2018), time flows slowly and del-
icately, capturing the poverty, struggle, inequality
and repression of Mexican society.

Student protests and class conflict intertwine in
parallel with the personal story of the main char-
acter, Cleo, a Mexican domestic worker. The film,
through the painful language of the parable, shows
the fate of a single individual as the symbol of an
entire society. Each scene is long, the shot rarely
cuts, creating the sense that the viewer is a member
of the middle-class family at the epicenter of the
film.

The movement of the camera is as gentle, calm
and unpretentious as the protagonist herself. An in-
dividual whose life is mostly painful to watch—be-
trayed, abandoned—yet the director never abandons
her and turns her into the “star” of her own story.
A character for whom, by the end of the film, one
might feel that even the whole world would not be
too much to give.

Roma is the filmmaker’s gesture, a call toward
nobility, the feeling of which, perhaps, we did not
know we were capable of until now. ”

Bong Joon-ho’s Parasite (2019) played an import-
ant role in shaping the social structures of time in
world cinema. The film is about a poor family whose
members, through various means, present them-
selves as professionals and enter the service of a
wealthy family.

The main themes of the film are class conflict,
social and economic inequality between the rich and
the poor, and the existence of both classes as “par-
asites.” The film is a sharp social allegory, which,
after viewing, compels you to search for answers to

5 ZACHAREK, Venice, 2018
6 KUNDU, The use, 2025

the questions: Who is more “parasitic” among the
representatives of social classes? Is it possible to
justify any means for self-preservation? Can a per-
son live honestly in an unjust society?

“The director’s use of vertical space symbolical-
ly expresses class division—the wealthy live above,
while the poor, in both the literal and figurative
sense, live below and remain beyond social atten-
tion.” 8

Parabolic time in contemporary cinema is not
only a visual device but also a philosophical one.
The non-linear, cyclical and multi-dimensional per-
ception of time adds metaphaorical intensity to films,
helping the viewer to experience time not as a static
line but as a living, dynamic and subjective experi-
ence.

Parabolic, allegorical cinema, through the coex-
istence of time and allegory, has always played an
important role in cinematic thought and expressive
form. And, as its evolution shows, time is not only
a structural element of narration but becomes the
conceptual center itself.

In contemporary cinema, parabolic narration
continues, creating the possibility for the analysis of
the relationship between time and society and high-
lighting the significance of parabolic cinema both in
historical and modern contexts.

It turns out that the use of temporal inertia and
spatial metaphors not only serves a formal function
but also helps to decipher the themes of the inter-
section between the individual and society, the per-
sonal and the collective, good and evil, violence and
domination, and that turns us as viewers into active
participants in the process.

Archetypal characters and symbolic elements in
modern parabolic cinema carry not only aesthetic
weight but function as main channels that bear the
role of eternal moral dilemmas.

Thus, contemporary parabolic cinema is con-
sidered as a hybrid platform that unites minimalist
form, moral existentialism and social critique, creat-
ing a multi-layered, open image of time and space
and a metaphor for the life of contemporary society.
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