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			Abstract

			This article examines contemporary film spectatorship through the case of Aftersun (Charlotte Wells, 2022), exploring how hybrid distribution strategies, combining theatrical screenings with digital streaming on MUBI, interact with and reframe the cultural and affective dimensions of cinemagoing. Situating the analysis within debates on the decline of traditional cinema and the rise of streaming platforms, the study examines how slow cinema aesthetics, nostalgia and fragmented memory in Aftersun foster immersive, emotionally resonant experiences that extend beyond the screen. Drawing on qualitative data, including interviews with the MUBI Turkey team and a systematic review of audience comments, the article highlights how, in this case, the coexistence of online and offline viewing modes creates a hybrid form of spectatorship. The findings indicate that, within the Aftersun-MUBI release context, audiences continue to value ritualistic, communal and reflective ways of engaging with film. The article contends that, in this context, hybrid distribution does not indicate the decline of cinema but redefines its emotional connections through platform-mediated nostalgia.
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			Resumen

			Este artículo examina a los espectadores cinematográficos contemporáneos a través del caso de Aftersun (Charlotte Wells, 2022), explorando cómo las estrategias de distribución híbrida, combinando proyecciones en cines con la emisión en streaming en MUBI, interactúan y reformulan las dimensiones culturales y afectivas del cine. Situando el análisis en los debates sobre el declive del cine tradicional y el aumento de las plataformas de streaming, el estudio examina cómo la estética pausada del cine, la nostalgia y la memoria fragmentada en Aftersun fomentan experiencias inmersivas y emocionalmente resonantes que se extienden más allá de la pantalla. A partir de datos cualitativos, incluidas entrevistas con el equipo de MUBI Turquía y una revisión sistemática de los comentarios del público, el artículo destaca cómo, en este caso, la coexistencia de los modos de visualización en línea y tradicional en cines crea una forma híbrida de espectador. Los hallazgos indican que, dentro del contexto de la versión Aftersun-MUBI, el público sigue valorando las formas ritualistas, comunitarias y reflexivas de interactuar con el cine. El artículo sostiene que, en este contexto, la distribución híbrida no indica el declive del cine, sino que redefine sus conexiones emocionales a través de la nostalgia mediada por la plataforma.
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			Introduction

			Over the past few decades, the way people watch and experience films has changed dramatically. Similar to other areas of daily life, cinema and viewing habits have been reshaped by rapid technological progress and the rise of digitalisation. The swift development of technology has led to the emergence of new digital media platforms, especially video-on-demand (VOD) streaming services. These platforms have become a central part of the modern film industry, influencing changes in production, distribution and audiences. Patterns of consumption (Shah & Doshi, 2024; Gaustad, 2019; Díaz et al., 2017), shifting audience behaviours (Vinogradova, 2025) and the creation of digital identities (Styliari, Kefalidou, & Koleva, 2018) all indicate the dynamic and evolving nature of spectatorship. Meanwhile, scholars and film critics are increasingly asking what these transformations mean for the cultural and experiential value of cinema as a physical space that offers a collective viewing experience, which now faces being overshadowed by the convenience and immediacy of digital streaming platforms.

			Traditional modes of film consumption still offer immersive, situated experiences, while it is clearer than ever that they require a conscious investment of time, presence and emotional attention. Rather than viewing the traditional and digital modes as entirely oppositional, this article examines how they coexist and interact, particularly within emerging hybrid distribution strategies. By focusing on Aftersun (Charlotte Wells, 2022) and its multi-platform circulation – including theatrical screenings and streaming on MUBI – this article approaches the film as an exemplary case for reflecting on contemporary debates around film spectatorship. Rather than advancing broad claims about streaming culture as a whole, the analysis explores how the Aftersun-MUBI hybrid release model engages with and reframes ongoing discussions about cinemagoing, affect and platform-mediated viewing. The central research question guiding this inquiry is: what does the Aftersun-MUBI hybrid distribution model reveal about how film spectatorship is negotiated at the intersection of theatrical exhibition and digital streaming?

			MUBI, a popular streaming platform known for its curated selection of independent, arthouse and festival films, played a significant role in the theatrical distribution of Aftersun and other notable releases. Its involvement demonstrates that streaming platforms do not rely solely on online or home viewing. While MUBI positions itself as focused on critically acclaimed, auteur-driven cinema, it has broadened its scope to include collaborations with theatres and distributors. This approach indicates that, in this case, digital accessibility and theatrical showings can complement each other.

			This approach can align with the nature of certain films, and Aftersun serves as a timely case given its success in both theatrical and streaming contexts, as well as its engagement with the medium and the varied experiences of spectatorship. A British independent film set in a Turkish summer resort, Aftersun tells a slow-paced, emotionally charged story of a father-daughter relationship, rendered in a visual style and soundscape that evokes the nostalgia of the late 1990s and early 2000s. The use of camcorder footage, grainy textures, and period-specific music creates a melancholic temporal distance that aligns with Svetlana Boym’s (2001) theorisation of nostalgia as a longing not only for the past, but for the textures and sensations of a world that feels more tactile and grounded. As such, both the film’s aesthetic and its theatrical release can be read, within this case, as resonating with contemporary discussions about renewed interest in affective and situated cinematic experiences.

			The literature on cinemagoing has consistently foregrounded its cultural and historical significance (Allen, 2011; Biltereyst, Maltby & Meers, 2013; Treveri Gennari, 2015). While some scholars have celebrated the resilience of cinemagoing in the digital age (Corbett, 2001; Aveyard, 2016), others have forecast its decline (Grundström, 2018; Van de Vijver, 2017). This article contributes to this ongoing discussion by examining how, in the case of MUBI and Aftersun, platform practices intersect with ongoing debates about the role of physical cinema spaces. Aftersun, as the MUBI release demonstrates, negotiates nostalgia as a mediating structure between theatrical ritual and digital circulation.

			1.	Methodology

			To examine audience reception, user comments posted on Aftersun’s MUBI page between January 2023 and September 2025 were reviewed. The dataset consisted of 126 pages of publicly available comments accessible during the collection period. The corpus was temporally bounded by visibility at the time of research rather than by user identity or engagement metrics.

			A qualitative thematic analysis was carried out in two stages. First, an open reading identified recurring motifs throughout the corpus. Second, focused coding was performed around key analytical categories central to this study: nostalgia, cinemagoing, collective viewing, emotional resonance, and reflections on theatrical experience. Comments were included if they explicitly or implicitly engaged with these themes. Entries limited to ratings, emojis or unrelated remarks were excluded from the analysis. The process was interpretive, emphasising patterns of meaning-making rather than numerical frequency.

			The term “nostalgia” appeared in multiple languages. Comments directly referencing nostalgia or clearly exhibiting a nostalgic mood were included in the coding process. When necessary, non-English comments were translated by the author and verified using digital translation tools to ensure semantic accuracy. The aim was not statistical representativeness but rather gaining insight into how viewers express their viewing experience within a hybrid distribution context.

			Additionally, an in-depth, semi-structured Zoom interview was conducted in March 2023 with members of the MUBI Turkey team (the marketing manager and editor). The interview examined distribution strategy, the reasoning behind theatrical screenings before streaming release, and observed audience engagement patterns. The interview material functions as contextual support for understanding platform strategy rather than as a basis for quantitative claims.

			This study relies solely on publicly accessible user comments posted on MUBI’s platform. No private data, restricted content, or direct user interaction was involved. Although the material is publicly available, all reproduced comments have been anonymised. Usernames visible in the original interface have been removed from reproduced screenshots to prevent traceability, and no identifiable metadata is included. The material analysed is non-sensitive and presented purely for scholarly interpretation. In line with current research ethics guidelines regarding publicly available online content, no formal institutional ethics approval was required.

			2.	Cinematic engagement in the digital age

			The origins of online streaming date back to the late 1990s and early 2000s, with early platforms such as RealPlayer and QuickTime offering limited streaming capabilities. These technological advancements quickly drew the attention of film critics and scholars, who began to reflect on how these changes were transforming the film industry. One of the earliest critical responses came from Susan Sontag, whose New York Times article (1996) expressed concern about the diminishing role of theatrical exhibition. She observed that theatrical release windows were becoming shorter, similar to the increasingly brief shelf life of books in bookstores, and that many films were now being produced specifically for home video consumption. As she noted, movie theatres were closing across towns, and cinema was becoming just one among many forms of “habit-forming home entertainments.”

			Sontag (1996) argued that this shift towards a home-centred model of film consumption contributed to a reconceptualisation of cinema as a disposable commodity, consumed quickly and without the ritual or reverence once associated with theatrical viewing. Within this context, cinephilia, defined as a passionate and discerning love for cinema, was increasingly portrayed as outdated, elitist or even irrelevant. Yet for Sontag, cinephilia was not merely a niche cultural practice, but a vital expression of cinema’s artistic and affective power. If cinephilia were to vanish, she suggested, the very essence of cinema would be in jeopardy. Nonetheless, she concluded her piece with a note of cautious optimism, proposing that if cinema were ever to be “resurrected”, it would require the emergence of “a new kind of cine-love” (1996).

			Dudley Andrew (2009) draws a connection between contemporary media experiences and the concept of “immediate attractions”, echoing the early 20th-century notion of the “cinema of attractions”. However, he ultimately argues that “cinema has never really been about immediacy. Its spontaneity and contingency – its neorealism – has always been the lure by which it offers an experience that, properly speaking, is not immediate at all, but reflective, resonant, and voluminous” (Andrew, 2009). His critique of immediacy speaks directly to Susan Sontag’s reflections on the shifting perception of cinephilia. For both scholars, cinema is not simply about watching a film or seeking momentary pleasure; rather, it is about the affective experiences that extend beyond the moment of viewing, emotions, and resonances that take shape within the physical and temporal space of the spectator.

			In an industry increasingly oriented towards framing cinema as part of a broader “entertainment sector”, as seen in the production and distribution practices of platforms, it becomes crucial to acknowledge cinema’s continued existence outside this hyper-industrial logic. This includes valuing alternative modes of film spectatorship that resist the dominance of immediacy, speed and constant accessibility. The slow-paced, immersive quality traditionally associated with the cinematic experience has been significantly eroded by the industry’s priorities, inviting renewed reflection on its significance.

			Cinemas have long served as social spaces, offering a collective experience that contrasts with the individualised nature of home streaming. In response to the digital convenience, commercial venues have introduced immersive formats such as IMAX and 3D (Fröber & Thomaschke, 2021) yet often prioritise mainstream productions. The COVID-19 pandemic deepened concerns over the decline of shared spectatorship, as streaming platforms flourished during widespread closures.1 However, in the aftermath, the persistence of both commercial and independent cinemas suggests a renegotiation of the viewing habits, challenging the binary between spectacle-driven entertainment and cinephile traditions.

			In a 2017 interview with Deadline, Netflix co CEO Ted Sarandos addressed the tension between online streaming and theatrical exhibition by downplaying the importance of the big screen. He described the preference for theatrical premieres as a “romantic notion”, arguing that such events happen only once a year for a limited audience and lack relevance in the everyday experience of most viewers. In another interview, he stated, “We have to get rid of the romantic part”, while also asserting that theatrical and streaming releases are not mutually exclusive and that, over time, films would be released simultaneously in both formats. While Sarandos’s comments reveal a distinctly capitalist logic that prioritises accessibility, profit, and mass reach over the collective and cultural value of cinemagoing, they also reflect ongoing debates about changes in contemporary film spectatorship. In the context of evolving industry strategies focused on audience engagement, Netflix began experimenting with simultaneous theatrical and streaming releases in 2016.2

			Around 2016, as with Netflix, MUBI also entered the field of theatrical distribution, albeit with a different approach. Reflecting on its founding vision, Çakarel stated: “Our goal is simply to become an online destination point for film lovers, anybody who loves film. The Auteurs [MUBI] is a place for cinephiles as well as those just beginning to become interested in film”. Instead of simultaneous releases, MUBI scheduled its theatrical screenings to precede the film’s availability on its digital platform. This meant that the streaming release was positioned more as a secondary stage, reminiscent of DVD or VCD releases of the past, thus imbuing the act of watching films online with a kind of retrospective, even nostalgic quality. Such a model may suggest that what Sontag once described as a fading love for cinema might, paradoxically, reopen questions about cinephilia within digital environments that aim to preserve a sense of ritual and exclusivity.

			As Matthias Frey (2021) argues, what distinguishes MUBI from other streaming platforms is its arthouse ethos, a dedication to “quality over quantity, artistic/alternative/classic over mainstream, not to mention diversity (of culture, period, style, subject and attitude) over homogenous or formulaic cubbyholes” (p. 80). Building on Frey’s distinction, one could suggest that MUBI does not aim to disrupt or replace the “romance” of the big screen, but rather to recreate or echo aspects of that experience in the digital space through its carefully curated programming. Frey also emphasises the platform’s self-description as “an online movie theatre where you watch, discover, and discuss auteur cinema,” contrasting it with Netflix’s definition as a “global internet TV network.” By intentionally invoking the term “movie theatre”, MUBI aligns itself with traditional cinematic culture, as opposed to Netflix’s focus on scale and accessibility (Frey, 2021, p. 80).

			MUBI’s main aim seems to be the democratisation of cinema access, allowing viewers worldwide to watch acclaimed festival films regardless of their location. However, this raises a key question: can watching films on a small screen, such as a mobile phone, still be regarded as a cinematic experience? Martine Beugnet (2013) suggests that the small screen offers its own unique, personalised form of cinematic engagement. In this context, MUBI appears less concerned with maintaining traditional ideas of screen size and more focused on broadening access to quality films. As stated on its website, the platform adopts a more flexible view of cinephilia, expressed in the slogan: “Why can’t you watch In the Mood for Love in a café in Tokyo on your iPad?”.

			The emergence of parallel screening strategies among streaming platforms can be understood as part of an ongoing negotiation between digital accessibility and the preservation of cinema as a spatial and collective experience. Rather than replacing the theatrical model, many platforms appear to integrate it into their distribution logic, complicating the distinction between online consumption and the embodied act of going to the cinema. This shift raises important questions about how cinematic value is constructed in the digital age: does the coexistence of these two modes expand the possibilities of film spectatorship, or does it simply adapt the cinema’s cultural capital to the logic of streaming economies? These tensions become particularly visible in recent releases in which platforms have played an active role in both theatrical and digital circulation, such as Aftersun.

			3.	Case study: Aftersun

			As previously mentioned, Aftersun provides a useful lens for examining aspects of cinemagoing. From this point onward, the article shifts its focus to exploring the meaning of this experience through the lens of nostalgia, examining how it engages in a dialogue with the immersive modes of film consumption promoted both online and offline through MUBI’s release. Premiering in the International Critics Week at the 2022 Cannes Film Festival and winning a jury prize, Aftersun went on to screen at many prestigious festivals before being released on MUBI. On 6 January 2023, MUBI began streaming Aftersun in the UK, Ireland, Italy, Turkey and other countries, and on March 17, in Germany, Austria and Spain.3 When we look at the theatrical release dates in Europe, we see that they were earlier than the streaming dates. For example, in the UK, its theatrical release was on November 18; in Germany, on December 15; and in Spain, on December 16, 2022.4 And for a while, the film was available both in cinemas and on MUBI simultaneously.

			Aftersun is not the only MUBI release in which the cinema screening preceded the online platform release; that same year, a similar approach was adopted for other titles such as The Worst Person in the World (Joachim Trier, 2023). To better understand this practice, we contacted the MUBI team. Initially unaware that this was a deliberate strategy, the interview confirmed that the decision to screen films theatrically before adding them to the online catalogue was intentional. According to the team,5 these screenings do not negatively affect subscription numbers or online viewership. On the contrary, they observed that viewers who watch the film in cinemas are often more inclined to revisit it or recommend it once it becomes available on the platform. This idea is also reflected in streaming numbers and comments on MUBI’s platform, where viewers frequently express a strong emotional connection to the film, often mentioning intentions to watch a scene “again and again” (Figure 1).

			Figure 1. A comment on Aftersun
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			Source: MUBI6

			The case of Aftersun is notable for its emotional resonance with audiences, supported by a self-reflexive marketing campaign that emphasised the film-watching experience and closely identified with the characters. As a film constructed from fragmented memories, Aftersun visually embodies the nature of human recollection, a process characterised by repetition, emotional intensity, and subjectivity. The film’s slow pace demands patience from its audience, inviting deep emotional engagement with the moments portrayed rather than a quick progression of the plot. This deliberate slowing down of cinematic time aligns with the ethos of slow cinema (Ciment, 2023), a cinematic approach that emphasises temporality, reflection and a conscious reduction of narrative momentum.

			Film scholar Tiago De Luca (2016) argues that slow cinema “resists” the dominant modes of fast-paced media consumption by requiring a particular mode of engagement that is “attainable only in the film theatre” (p. 23). For De Luca, the theatrical environment fosters a decentralised and personalised collective experience, allowing viewers to fully inhabit the temporality and affective texture of slow cinema. This suggests that slow cinema’s full experiential potential is often linked to the physical communal space of the cinema, where distractions are minimised and attention can be maintained. In this context, Aftersun’s slow cinema style is not merely an aesthetic choice but a vital part of its watching experience. By slowing the narrative tempo and emphasising emotional nuance, the film encourages a unique dialogue between the spectator and the screen. Therefore, slow cinema provides a valuable theoretical framework for understanding how Aftersun shapes and is shaped by the physical and emotional experience of cinema viewing.

			The film’s emotional impact often extends beyond the screening itself; viewers describe enduring feelings that linger after leaving the cinema, sometimes referred to as “cathartic, tearful walks” (Figure 2), underscoring the powerful and communal dimension of the theatrical experience that resonates deeply with audiences (Figure 3).

			Figure 2. Comment on Letterboxd,7 regarding leaving the cinema after watching Aftersun
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			Source: Letterboxed

			Figure 3. Comments on MUBI regarding leaving the cinema after watching Aftersun
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			Source: User reviews retrieved from Mubi’s website, Aftersun review section. Accessed 11th July 2025 Available at: mubi.com/films/aftersun

			In this section, nostalgia is treated as the central analytical lens through which the Aftersun-MUBI model is examined. The key element of Aftersun to focus on here is its nostalgic approach, which shapes both the film’s predominant style and its emotional tone. This sense of nostalgia has notably influenced MUBI’s marketing strategy for the film (Figure 4). As early as January 2023, Aftersun advertisements appeared across various social media platforms. For example, an Instagram advertisement in Turkey features a still of Paul Mescal gazing at the horizon during a boat tour, accompanied by the text: “Feeling nostalgic?” (Figure 5).

			The nostalgic emphasis in Aftersun has also been frequently highlighted by many viewers commenting on MUBI’s platform. Many of the analysed comments refer to nostalgia, indicating that the film’s nostalgic qualities are frequently foregrounded in viewers’ interpretations. Such audience engagement indicates that the film’s evocation of memory and longing is not only an artistic choice but also a successful element in shaping the spectator’s experience (Figures 5 and 6).

			Figure 4. MUBI’s X post on Aftersun, once its streaming was announced
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			Source: Twitter8

			Figure 5. MUBI’s advertisement on social media in Turkey: “Feeling nostalgic?”
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			Source: Instagram9

			Figure 6. Selected comments on Aftersun reference the theme of “nostalgia”, with the term appearing in various languages across viewer responses
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			Source: MUBI10

			Among these selected comments, two aspects of the last two comments highlight points worthy of further discussion (Figure 7), especially regarding the experience of nostalgia as something felt before many technological enablers. They note that viewers from Generation X can recall and feel nostalgic about this era, whilst Generation Z experiences nostalgia even though they did not live through it firsthand. Furthermore, the fact that these reflections occur on a streaming platform that encourages viewer interaction presents an intriguing paradox. However, it can be argued that these are not contradictory but rather complementary experiences, coexisting and enriching one another within contemporary film spectatorship.

			Figure 7. Further selected comments on Aftersun referencing “nostalgia”, highlighting its reception across different generations
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			Source: MUBI11

			At this point, it is helpful to consider Frey’s (2021) argument regarding MUBI’s origins: “The original name, The Auteurs, functioned as a political statement in twenty-first-century digital media culture: unembarrassed nostalgia for arthouse cinema” (p. 58). MUBI positions itself in opposition to “the harsh world of cold algorithms” by embracing “old-fashioned human curation”, while simultaneously offering “romantic nostalgia in a form that is decidedly modern, distinctive, and sleek” (Frey, 2021, p. 132). Nostalgia, in this context, can be read as engaging with discussions surrounding the qualities associated with traditional cinephilia and collective film-watching practices. As viewers engage with Aftersun through platforms like MUBI, their reflections on the film often invoke not just memories of personal experience but also a sense of the ritual of cinemagoing itself. The comments analysed here suggest that, even amid the rapid expansion of digital and on-demand platforms, viewers engaging with Aftersun articulate the value of the film’s temporal and affective dimensions that were once tied to shared, physical spaces. In the case of Aftersun, the persistence of this longing raises questions about how cinematic experience is articulated within hybrid circulation and what viewers perceive as altered when the film moves from communal theatrical settings to personal devices. Boym’s words can also offer a compelling rationale to the enduring desire for the traditional modes of filmviewing:

			“Some thought that the modern metropolis would provide enough excitement and stimuli to quell people’s longings for the rustic life. Yet this did not come to pass. Instead, nostalgia accompanied each new stage of modernization, taking on different genres and forms, playing tricks with the timetables.” (2001, p. 522)

			It is often believed that technology and digital media practices can generate experiences that feel impersonal, inauthentic or detached. However, in the case of Aftersun, audiences continue to value forms of engagement that require physical presence, time investment, and reflective attention, qualities often idealised in contrast to the fast pace of contemporary digital consumption. Cinemagoing, as discussed in film scholarship, has been linked to a sense of authenticity, sincerity, and social belonging by creating shared spaces where collective memories and emotions are experienced communally. In this context, MUBI’s strategy can be seen as balancing this tension by combining modern digital distribution with traditional cinematic rituals, thus forming a hybrid mode of spectatorship. In this case, Aftersun exemplifies this dynamic: its use of camcorder-style imagery and deliberate pacing evoke a temporal and emotional register associated with an earlier era of cinemagoing, while fostering nostalgia through both its aesthetic style and viewing environment.

			Conclusion

			Our focused examination of Aftersun provides a lens for reflecting on ongoing debates about film spectatorship. While discussions about the decline of cinemagoing have persisted since the advent of television, Aftersun’s trajectory suggests that, in this case, the theatrical experience maintains a potent emotional impact. In many countries, the film was not widely released in mainstream cinemas. However, it found a home in small-scale, boutique theatres and curated festivals, often supported by platforms like MUBI. The comments shared on MUBI and other review forums indicate not only appreciation for the film’s emotional resonance but also for the experience of encountering it in a theatre setting.

			Aftersun’s fragmented narrative structure, use of camcorder aesthetics, and temporal ambiguity engage deeply with ideas of memory and nostalgia. These features are reflected in MUBI’s brand identity, which highlights romantic cinephilia and “old-fashioned human curation” as a response to the algorithmic and impersonal nature of larger platforms. In this way, the film’s style and themes do not simply align with MUBI’s curatorial approach; they also connect emotionally with the audience. The emotional responses expressed in relation to Aftersun show that, in this case, cinemagoing, when seen in hybrid or niche contexts, maintains cultural and experiential importance.

			Rather than preserving cinema as a nostalgic relic, hybrid distribution can be understood as rearticulating aspects of cinema’s cultural value within the streaming economy, positioning affect and ritual as strategic resources rather than residual traditions. The audience’s willingness to engage emotionally with the film suggests that, in this case, film watching appears to be framed less in terms of the medium and more in relation to meaningful experience. The endurance of theatrical exhibition – particularly for emotionally resonant films like Aftersun – reveals that affect, memory, and communal viewing emerge as significant elements in contemporary discussions of film culture. In this case, nostalgia serves as the conceptual hinge linking theatrical ritual to digital circulation within a hybrid distribution model. Rather than dissolving cinemagoing into streaming culture, the Aftersun-MUBI release illustrates how affect and memory can mediate between these spheres, reshaping how spectators articulate the meaning of film experience today.
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‘What a beautiul and bold fim. Superbly dected
‘and acted. insuch  way tht theflm gradually
t6achos you how o Watehit 1o notico th tiny
signs of uge rama, 0 r0ad the subtext.Aftr &
whi, thi mastarfully oxecuted tachniquo bogine
10 gatherserous emotionsl weighsthe last half
hour s spactacularly moving. 1 as spaschisss on
Ioaing the cnerma. Bravo.

‘The kind of movie that stay with you even after
leaving the cinema. Story vise, 1 feel ke it
could've been better. But does it really mater if
in the end the movie achieves its goal?
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Thank you so much Charlotte Wells, I'm so
grateful to u for every second, every moment of
this very beautiful and unique movie. I've
watched the last scene again and again, so
meaningful and so powerful filming.
Unquestionably, from now on there will be before
Aftersun and after Aftersun for the world cinema
and cinephiles. By the way, please do not miss
reading Charlotte’s note dated October 21, 2022
addressed to movie lovers. You can easily find it
via internet.
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lanostalgia del tiempo pasado reflejado muy
bien enla cinta, con un final que me dejo con un

pesar.

24 gun once. (v)

un adulto con depresion tratando de ser un buen
padre, me llegd demasiado, el como muestray
sin explicacién alguna nos da a entender
absolutamente todo, el damos cuenta que es un
recuerdo creo que le da bastante sentido ya que
todala pelicula nos da un aire de nostalgia.

22gun e (V]

unraveling profound and sensible. it creates an
atmosphere of both beauty and sadness.
beautiful. wells managed to put out there a
beautiful notebook full of images of nostalgia.

3y once. [v]

There is a lot in this movie. There is pain and
nostalgia. There is peacefulness on a placid
‘summer vacation that you wish it would last
forever and there is the shadow of reality
persecuting you. There is loneliness and
desperation. It talks to everyone, makes everyone
remember some tiny bids of childhood and your
relationship with parents

2yionce v}

Aftersun est un film sur le film, une mise on
abyme oii I'un regarde lautre. Une petite fille
iddaliséo par son papa, la premiére s'mancipe
de l'enfance sous le regard tendre de second qui,
paraliélement, semble éclore d'une vie instable.
Le soleil et la mer des vacances sont autant de
‘'spectateurs que le regard de cette petite fille

‘Sakin.dingin ve nostalji b fim. Seyretmeye
deger.

3ydonce V]

‘Such a beautiful film about memory and
nostalgia with stellar edting and performances.

3yence V]

Film nostalgico sin dallinizio (nostalgia e tratt di
‘amarcord accentuati dalle riprese con la
tolocamero o il 1050 decadento). cho lascia
Intravedere un padre poco sicuro di s6, la cul
Insicurezza viene compensata dalla maturita
precoce di Sophie (da brrvidi quando canta al
Karaoke da sola, in quel momento lel dventa
grande e il bacio con Michael & solo una

devenue adulte ;les images du
‘camescope ont vieill et sont un souvenic

dh quanto. pr
Por quanto riguarda le ambientazioni, ricordano
vaga i fln i Salvatores, in par

Ppuissant, comme un album photo d'une ép
révolue mais profondément ancrée en soi.

22ginnce v}

Moditerraneo, ma il mare riporta alla mente Call
mo by your name.

2ydonce <
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‘What a heartfelt personal debut; at once joyful and melancholic. Could've left that
camera rolling. Frankie Corio is a discovery and Paul Mescal has official entered the
DILF club — but in like the most tender, affectionate way. Had a good long cathartic
cry on the walk back from the cinema.

® 2alikes
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This is so easy to love, which makes me question
‘the entire operation. | think Wells' debut movie
resonated well with critics because it's set in the
relatively “happy” age of the late nineties before
smartphones, social media and all the crap made
Silicon Valley. The onset of the digital is

minent - the video recordings are pervasive -
but it's not yet a cancer, more like a cold. The
general feeling is: do you remember life before
Instagram? Watching Aftersun, Gen X reminisces,
Gen Z feels nostalgia for what it never
experienced, and the core tragedy slips into the
background. Blur.

3yl énce Qa4

I missed this at LIFF so thank you Mubi for
putting it up because it was just special. The
nostalgia, the longing, the awakening, the things
said and the all the words we don't say. The last
half hour or so was so deeply moving and
affecting. Mescal and Corio are so convincing you
would believe they really are father and daughter.
It took me back to a time that now feels like so
long ago before mobile phones and booking your
holidays online and the world being so known. A
remarkable debut from Wells, one to be proud of
for sure

3yionce <





