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“Aconteceu�não�sabemos�bem�como.
Notícias� sufragadas� em� números� de� um� vírus� a�

�RPDU� R� FR��UR�R� �DV� �RVVDV� ���DV� �rP�PR���D�R� DV�
mais� frenéticas� reações� contra� atitudes,� direitos,�
eventos� e� pensamento� crítico.� A� resistência,� no�
entanto,� organiza-se� e� ganha� voz.� Passados�meses�
de�con�namento,�as�energias�encarceradas�explodem�
às�vezes,�pondo�em�risco�os�números�e�as�pessoas�
e� virando� uns� contra� os� outros.� Estamos,� ainda,� no�
tempo� do� perigo,� da� urgência,� do� atuar.� Mas� para�
FR�VHJ��UPRV� VD�U� �HV�H� PDUDVPD� FRP� ��J���D�H�
e� alguma� grandeza,� o� que� urge� verdadeiramente� é�
entrarmos� no� tempo� do� pensamento,� da� análise� e�
da�tolerância.�Nesse� tempo�em�que�o�sentir�humano�
é�solidário�e�avalia�os�verdadeiros�perigos�que�corre.�
Nesse�tempo�em�que�temos�tempo�de�dedicar�tempo...�
ao�tempo.�Nesse�tempo�em�que�olhamos�para�o�Outro,�
como�se�de�nós�se�tratasse.”¹

Em�2020�tudo�é�diferente.
É�a� 11º� edição� e� acontece�ao� longo� de�9� dias.�A�

AVANCA� |�CINEMA�sendo�uma�conferência�cientí�ca�
de�revisão�duplamente�cega,�continua�a�ser�encontro�
de� investigadores,� este� ano� de� forma� presencial� e,�
pela�primeira�vez,�“online”.

Mas�em� 2020,�a�AVANCA� |� CINEMA�é� resiliência�
e�compromisso�com�a� investigação�e�sempre� com�o�
cinema.

Em�segurança,�com�certeza.

�RPLVVmR�2UJDQL�DGRUD���7KH�2UJDQL�LQJ��RPPL��HH

António�Costa�Valente�|�Universidade�do�Algarve,�CIAC�|�Portugal
Carla�Freire�|�ESECS�-�Leiria�|�Portugal

Cláudia�Ferreira�|�Universidade�de�Aveiro�|�Portugal
Herlânder�Marques�|�Universidade�do�Minho�|�Portugal

Maria�João�Faceira�|�IAMS�|�Portugal
Marta�Varzim�|�ESAD�-�Matosinhos|�Portugal

Moghadaseh�Rouhi�Ardeshiri�|�Università�di�Bologna�|�Itália
���R��UDJD�D����6$����&D��DV��D��D���D���3RU��JD�

Sérgio�Reis�|�Cine-Clube�de�Avanca�|�Portugal

�9�1��� �� �,1(0�� ����� LQ� �KH� 7LPH� RI�
Pandemic

“It�happened�we�don’t�know�exactly�how.
News�with�numbers�of�a�virus�taking�control�of�our�

���HV� �DV� EHH�� PR���D���J� ��H� PRV�� IUD���F� UHDF��R�V�
against� attitudes,� rights,� events� and� critical� thinking.�
The� resistance,� however,� is� being� organized� and�
getting�a�say.�After�months�of�con�nement,�incarcerated�
energies� sometimes� explode,� putting� numbers� and�
people�at�risk�and�turning�against�each�other.

We�are�still� in� the� time�of�danger,�of� urgency,�and�
of�acting.�But�in�order�to�get�out�of�this�stagnation�with�
dignity� and�some� grandeur,�what� really�matters� is� to�
enter� the� time� of� thought,� analysis� and� tolerance.� In�
that� time� when� human� feeling� shows� solidarity� and�
assesses�the�real�dangers�it�runs.�In�that�time�when�we�
have�time�to�devote�time�...�to�time.�In�that�time�when�
we�look�at�the�Other,�as�if�it�were�us.”²

In�2020�everything�is�di�erent.
This�is�the�11th�edition�and�it�takes�place�over�9�days.�

The�AVANCA�|�CINEMA�being�a�double�blind�scienti�c�
review�conference,�it� is�still�a�meeting�of�researchers,�
this�year�in�person�and,�for�the��rst�time,�online.

But�in�2020,�the�AVANCA�|�CINEMA�is�resilience�and�
commitment�to�research�and�always�to�cinema.

Safely,�for�sure.
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“C’est�arrivé,�on�ne�sait�pas�vraiment�comment.
Des�actualités�soutenues�par� les�chi�res�d’un�virus�

prenant� le� contrôle� de� nos� vies� ont� engendré� les�
réactions�les�plus�frénétiques�contre�certaines�attitudes,�
certains�droits,�des�événements�et�tout�esprit�critique.

La�résistance,�cependant,�s’organise�et�se�fait�peu�à�
peu�entendre.

Après� des� mois� de� con�nement,� les� énergies�
incarcérées� explosent� parfois,� mettant� les� chi�res� et�
les� personnes� en� danger� et� les� retournant� les� un.e.s�
contre� les� autres.� Nous�sommes� encore� à� l’heure� du�
danger,� de� l’urgence,� de� l’action.� Mais� pour� sortir� de�
ce�marasme�avec�dignité�et�une�certaine�grandeur,�ce�
qui� compte� vraiment,� c’est� d’entrer� dans� le� temps� de�
la� ré�exion,� de� l’analyse� et� de� la� tolérance.� Dans� ce�
temps�où�le�sentiment�humain�est�solidaire�et�évalue�les�
dangers�réels�qu’il�court.�En�ce�temps�où�nous�avons�le�
temps�de�consacrer�du�temps�...�au�temps.�En�ce�temps�
où�nous�regardons�l’Autre�comme�si�c’était�nous.”³

En�2020,�tout�est�di�érent.
Il� s’agit� de� la� 11e� édition,� qui� se� déroule� au� long�

de� 9� jours.� La� conférence�AVANCA� |� CINEMA� ayant�
opté� pour� l’évalutaion� scienti�que� en� double�aveugle,�
elle� continue� donc� d’être� un� point� de� rencontre� pour�
les� chercheurs,� cette� année� en� personne� et,� pour� la�
première�fois,�également�en�ligne.

Mais� en� 2020,� l’AVANCA� |� CINEMA� est� avant� tout�
résilience�et�engagement�pour�la�recherche,�et�toujours�
pour�le�cinéma.

En�toute�sécurité,�bien�évidemment.

�9�1��� ���,1(0�������HQ� ORV� �LHP�RV�GH�
OD��DQGHPLD

“Sucedió,�no�sabemos�realmente�cómo.
Noticias� subrayadas� por� números� de� un� virus�

�RPD��R�H��FR��UR���H���HV�UDV����DV��D��PR���D�R��DV�
reacciones�más�frenéticas�contra�actitudes,�derechos,�
eventos�y�pensamiento�crítico.

La�resistencia,�sin�embargo,�se�organiza�y�gana�voz.�
Después� de� meses� de� con�namiento,� las� energías�
encarceladas�a�veces�explotan,�poniendo�en�riesgo�a�
números�y�personas�y�volviéndose�unos�contra�otros.�
Estamos� todavía� en� tiempo� de� peligro,� de� urgencia,�
de�acción.�Pero�para�salir�de�este�estancamiento�con�
dignidad�y�cierta�grandeza,�lo�que�realmente�importa�
es� entrar� en� el� tiempo� del� pensamiento,� análisis� y�
tolerancia.� En� ese� tiempo� � en� el� que� el� sentimiento�
humano�es�solidario�y�evalúa� los�peligros�reales�que�
corre.�En�ese�tiempo�en�el�que�tenemos�tiempo�para�
dedicar�tiempo�...�al�tiempo.�En�ese�tiempo�en�el�que�
miramos�al�Otro,�como�si�fuéramos�nosotros”.�(1)

En�2020�todo�es�diferente.
Es�la�11ª�edición�y�tiene�lugar�durante�9�días.�Como�

�D� $�$�&$� �� &���0$� HV� ��D� FR�IHUH�F�D� FRP� ���
sistema� doble� ciego� de� revisión� cientí�ca,� continúa�
siendo�un�punto�de�encuentro�para�los�investigadores,�
este�año�en�persona�y,�por�primera�vez,�“en�línea”.

Pero�en�2020,�la�AVANCA�|�CINEMA�es�resiliencia�y�
compromiso�con�la�investigación�y�siempre�con�el�cine.

Con�seguridad,�evidentemente.

/H��RPL�p�2UJDQLVD�H�U���(O��RPL�p�2UJDQL�DGRU

António�Costa�Valente�|�Universidade�do�Algarve,�CIAC�|�Portugal
Carla�Freire�|�ESECS�-�Leiria�|�Portugal

Cláudia�Ferreira�|�Universidade�de�Aveiro�|�Portugal
Herlânder�Marques�|�Universidade�do�Minho�|�Portugal

Maria�João�Faceira�|�IAMS�|�Portugal
Marta�Varzim�|�ESAD�-�Matosinhos|�Portugal

Moghadaseh�Rouhi�Ardeshiri�|�Università�di�Bologna�|�Itália
���R��UDJD�D����6$����&D��DV��D��D���D���3RU��JD�

Sérgio�Reis�|�Cine-Clube�de�Avanca�|�Portugal

1�Ferreira,�Cláudia�(2020).�O�AVANCA�nos�tempos�de�pandemia.�Ed.�Cine�Clube�de�Avanca,�Avanca.
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Em�homenagem�póstuma�a�um�dos�mais�relevantes�
investigadores� portugueses� na� área� da� Semiótica,�
Estética�e�Teoria�do�Cinema,�cuja�obra�é�fundamental�
e� universal,� a� AVANCA� |� CINEMA� criou� em� 2010�
o� Prémio� Eng.º� Fernando� Gonçalves� Lavrador,�
procurando�distinguir�a�melhor�comunicação�presente�
na�Conferência.

Em�2019,�um�Júri�Internacional�constituído�por:
Manuela�Penafria�–�Universidade�da�Beira� Interior�

(Portugal);
Cláudia�Vaz�–�Universidade�de�Lisboa�(Portugal);
�H��VH�0DF�D�R�&DU�RVR���8���HUV��D�H��H�HUD��

do�Pará�(Brasil);
Gloria� Gómez-Escalonilla� Moreno� –� Universidad�

Rey�Juan�Carlos�(Espanha);
José� da� Silva� Ribeiro� –� Universidade� Federal� da�

Goiás�(Brasil);
Mari�Mäkiranta�–�University�of�Lapland�(Finlândia).

Distinguiu�a�seguinte�comunicação:
“A� delineação� e� concretização� dos� conteúdos�

imagéticos�em�The�Death�of�an�Owl�(2012)�e�No�Green�
No�Blue�(2012)�de�Marta�Alvim�através�de�um�sonoro�
de�autor”

�H� �H�H�D� 0DU�D� �D� 6���D� 6D��D�D� H� 0DU�D� �R�
Rosário�da�Silva�Santana,�INET-md,�Universidade�de�
Aveiro�(Portugal)

O�AVANCA´20�patrocinou�o�Prémio�Eng.º�Fernando�
Gonçalves�Lavrador.

A� Comissão� Organizadora� presta� um� justo�
agradecimento�a�todos�os�conferencistas�participantes,�
membros� do� Júri,� família� do� Eng.º� Fernando�
Gonçalves� Lavrador� e� à� entidade� patrocinadora� da�
distinção,� cujos� contributos� foram� decisivos� para� a�
relevância�social,�artística,�cultural�e�cientí�ca�que�se�
viveu�durante�todo�o�evento.

Muito�obrigado.
$�$�&$���&���0$�����

3UL�H�(QJU���HUQDQGR��RQoDOYHV�/DYUDGRU

In�posthumous�tribute�to�one�of�the�most�signi�cant�
Portuguese�researchers�in�the�Semiotic,�Aesthetic�and�
Cinema�Theory,�whose�work�is�essential�and�universal,�
the� Conference�AVANCA� |� CINEMA� creates� in� 2010�
the�Prize�Engr.�Fernando�Gonçalves�Lavrador,�aiming�
to� distinguish� the� best� communication�present� in� the�
conference.

In�2018,�the�International�Jury�constituted�by:
Manuela�Penafria�–�Universidade�da�Beira� Interior�

(Portugal);
Cláudia�Vaz�–�Universidade�de�Lisboa�(Portugal);
�H��VH�0DF�D�R�&DU�RVR���8���HUV��D�H��H�HUD��

do�Pará�(Brazil);
Gloria� Gómez-Escalonilla� Moreno� –� Universidad�

Rey�Juan�Carlos�(Spain);
José� da� Silva� Ribeiro� –� Universidade� Federal� da�

Goiás�(Brazil);
Mari�Mäkiranta�–�University�of�Lapland�(Finland).

The� International� Jury� decided� to� award� the�
following�paper:

“A� delineação� e� concretização� dos� conteúdos�
imagéticos�em�The�Death�of�an�Owl�(2012)�e�No�Green�
No�Blue�(2012)�de�Marta�Alvim�através�de�um�sonoro�
de�autor”

by� Helena� Maria� da� Silva� Santana� and� Maria� do�
Rosário�da�Silva�Santana,�INET-md,�Universidade�de�
Aveiro�(Portugal)

The� AVANCA´20� sponsored� the� Prize� Engr.�
Fernando�Gonçalves�Lavrador.

The� organizing� committee� should� like� to� thank�
all� the� participants,� jury� members,� relatives� of� Engr.�
Fernando�Gonçalves�Lavrador�and�also�to�the�sponsor�
of� the�prize� which� contributions� were�decisive� to� the�
social,� artistic,� cultural� and� scienti�c� relevance� that�
was�experienced�trough�the�event.

Thank�you�very�much.
$�$�&$���&���0$�����
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À� titre� d’hommage� posthume� à� l’un� des� plus�
importants� chercheurs� portugais� dans� les� domaines�
de� la� sémiotique,� de� l’esthétique� et� de� la� théorie� du�
cinéma,�dont�l’œuvre�est�fondamentale�et�universelle,�
la�Conférence�AVANCA�|�CINEMA�a�créé�en�2010�le�le�
Prix� Ingénieur�Fernando�Gonçalves�Lavrador� a�n�de�
distinguer�la�meilleure�communication�présentée�dans�
le�cadre�de�la�Conférence.

En�2018,�le�Jury�international�était�constitué�par:
Manuela�Penafria�–�Universidade�da�Beira� Interior�

(Portugal);
Cláudia�Vaz�–�Universidade�de�Lisboa�(Portugal);
�H��VH�0DF�D�R�&DU�RVR���8���HUV��D�H��H�HUD��

do�Pará�(Brésil);
Gloria� Gómez-Escalonilla� Moreno� –� Universidad�

Rey�Juan�Carlos�(Espagne);
José� da� Silva� Ribeiro� –� Universidade� Federal� da�

Goiás�(Brésil);
Mari�Mäkiranta�–�University�of�Lapland�(Finlande).

Ayant�distingué�la�communication�suivante:
“A� delineação� e� concretização� dos� conteúdos�

imagéticos�em�The�Death�of�an�Owl�(2012)�e�No�Green�
No�Blue�(2012)�de�Marta�Alvim�através�de�um�sonoro�
de�autor”

par� Helena� Maria� da� Silva� Santana� et� Maria� do�
Rosário�da�Silva�Santana,�INET-md,�Universidade�de�
Aveiro�(Portugal)

AVANCA’20� a� sponsorisé� de� Prix� Ingénieur�
Fernando�Gonçalves�Lavrador.

Le�Comité� organisateur� tient� à� remercier� tous� les�
participants� conférenciers,� les� membres� du� Jury,� la�
famille�de�Monsieur�Fernando�Gonçalves�Lavrador�et�
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À�tous,�nos�plus�chaleureux�remerciements.
$�$�&$���&���0$�����
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En�homenaje�póstuma�a�uno�de�los�más�importantes�
investigadores�portugueses�en�el�área�de�la�Semiótica,�
Estética�y�Teoría�del�Cine,�cuya�obra�es�fundamental�
y�universal,�la�Conferencia�AVANCA�|�CINE�ha�creado�
in�2010�el�Premio�Ing.�º�Fernando�Gonçalves�Lavrador,�
buscando� distinguir� la� mejor� comunicación� presente�
en�la�Conferencia.

In�2019,�el�Jurado�Internacional�formado�por:
Manuela�Penafria�–�Universidade�da�Beira� Interior�

(Portugal);
Cláudia�Vaz�–�Universidade�de�Lisboa�(Portugal);
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Mari�Mäkiranta�–�University�of�Lapland�(Finlandia).

Distinguieron�la�siguiente�comunicacion:
“A� delineação� e� concretização� dos� conteúdos�

imagéticos�em�The�Death�of�an�Owl�(2012)�e�No�Green�
No�Blue�(2012)�de�Marta�Alvim�através�de�um�sonoro�
de�autor”

de� Helena� Maria� da� Silva� Santana� y� Maria� do�
Rosário�da�Silva�Santana,�INET-md,�Universidade�de�
Aveiro�(Portugal)

Le�AVANCA´20�patrocinó�el�Premio�Ing.�º�Fernando�
Gonçalves�Lavrador.

La� Comisión� Organizadora� presta� un� justo�
DJUD�HF�P�H��R� D� �R�RV� �RV� FR�IHUH�F�V�DV�
participantes,� miembros� del� Jurado,� familia� del�
Ing.º� Fernando� Gonçalves� Lavrador� � y� a� la� entidad�
patrocinadora�del�premio,�cuyas�contribuciones�fueron�
decisivas�para�la�relevancia�social,�artistica,�cultural�y�
cientí�ca�que�se�vivió�durante�todo�el�evento.

Muchas�gracias.
$�$�&$���&���0$�����



10

Parcerias�|�Partnerships�|�Partenariat�|�Colaboradores

Organizadores�|�Organization�|�Organisation��|�Organización

Parcerias�|�Partnerships�|�Partenariat�|�Colaboradores



11

Apoios�|�Support�|�Appuis�|�Apoyos

Patrocinadores�Conferencistas�|�Sponsors�Speakers�|�Sponsors��Conférenciers�|�Patrocinadores�Conferenciante



12

ÍNDICE�|�CONTENTS

��3�78/2�,����+�37(5�,
�,1(0�����57(����,1(0�����57

A�construção�de�diferentes�imaginários�pelo�sonoro�de�Maurice�Ravel�e�as�imagens�de�Tom�Scott:�
o�caso�particular�da�Suite�Ma�mère�l’Oye���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.��� ��

�H�H�D�0DU�D��D�6���D�6D��D�D

Maria�do�Rosário�da�Silva�Santana

Análise�da�moda� feminina� nas�décadas�de�70�e� 80,� do� século�XX,� baseada�nos� cartazes�de�

F��HPD .���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.��� ��

�U��D�3DUUH�UD�

0�F�H�H�6D��RV�

Maria�João�Pereira�Neto

Arquivo�e�Práticas�Contemporâneas��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.��� ��

Mário�Afonso

Paulo�Bernardino�Bastos

Big�Eyes:�Vida�e�Obra�de�Margaret�Keane�pelos�Olhos�de�Tim�Burton �.���.���.���.���.���.���.���.���.���.��� ��

Mariana�Beatriz�Marques�Fernandes�

Cinema�and�landscape,�Italian�heritage�and�widespread�museum�.���.���.���.���.���.���.���.���.���.���.���.��� 54

Marcello�Zeppi

Concepts�et�réalités�du�cinéma�360°��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.��� ��

0D��H��6�DED�R

Construção�de�personagens�femininos�e�universos�transmídia�–�um�método�para�a�criação�do�case�
“Medusas”�na�franquia�The�Rotfather�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.��� ��

Isabel�Cristina�Fontão

Mônica�Stein�

Corpo�Transpessoal:�2�FR�WULEXWR�HVSLULWX�O�G��3HU�RUP��FH�S�U����FR�VWUXomR�SLFWyULF�.���.���.��� 91

6���D�&DU�D��R

Paulo�Bernardino�Bastos

Rui�Alexandre�Rosa�Grincho�Serra�

Dançar�para�Encontrar�a�Felicidade���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 103

Cláudia�Marisa

Discourse,�Figure,�G��SUqV�Lyotard�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.��112

Noni�Geiger

Documentário:�imaginário�colonial�de�Minas�Gerais ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.��118

Fernando�Augusto�Silva�Lopes

Tiago�Vieira�da�Silva

El� tratamiento� del� amor� lésbico� en� Carne�Apaleada� (Inés� Palou,� 1975;� Javier�Aguirre,� 1978),�
adaptación�cinematográ�ca�de�la�Transición�política�española �.���.���.���.���.���.���.���.���.���.���.���.���.� 127

Erika�Rodrigo�Benedicto

��V��U�DV��R�RJUDID�DV ���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 134

6D��UD��HJ��D����HV�&�D�HV�



13

“Images� of� the� Secret� Self”:� The� Idea� of� the� Non-Human� in� German� Expressionist� and� Early�
$PHU�FD���RUURU�&��HPD�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 139

Beáta�Fenyvesi

Kurika�-�uma�instalação�de�arte�interativa�em�realidade�mista�e�virtual �.���.���.���.���.���.���.���.���.���.� 144
Sérgio�Eliseu�

Maria�Manuela�Lopes

Gilberto�Reis

0DU�D��RUR��D

La�pintura�bajo�el�signo�del�Biopic��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 150

Manuel�Rodríguez�Vargas

� Las� ciudades� fílmicas� de� �LVER�� �WRU�� y�&�UR� GL�ULR:� construcciones� íntimas� de� espacios�
públicos��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 160

Jesus�Ramé�López

&D�HU��D�&�F��R��D

Leitmotiv� original� para� o� curta-metragem� Vivi� Lobo� e� o� Quarto� Mágico� (2019):� Um� exercício�
composicional�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 168

Paloma�Cristina�Lima�dos�Santos

Jorge�Luiz�Cunha�Cardoso�Filho

Metamorfoses�–�Um�projeto�de�videoarte�e�fotogra�a ���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 174

���RPH�D�$����HV�6REUD�

Cláudia�Figueiredo�Simões

O�negro�no�Brasil�a�partir�do��lme���8(�0�1:�a�construção�da�identidade�através�da�‘gramática’�
cinematográ�ca ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 181

Maria�João�Cortesão

Sophia�Pitanga

O�outro�emudecido �.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 188

Paulo�Avelino�de�Souza�Costa

O�signi�cado�da�cor�azul�no��lme�Bleu�de�Kieslowski.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 196

Raquel�de�Araujo�Roble

Perspectiva�comparada�de�una�poética�visual�mística.�La�tradición�a�través�de�Paradjanov�y�Val�del�
Omar���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Elena�Galea�Pozo

Por�que�a�escolha�da�Quinta�Sinfonia�de�Beethoven�como�símbolo�dos�aliados�na�Segunda�Guerra�
0����D���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.��211

Cecília�Nazaré�de�Lima

Presença�e�morte:�o�carácter�efémero�das�artes�do�corpo� ���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 218

Pedro�Bessa

Mariana�Assunção�Quintes�dos�Santos

Radiação�Obscura:�Fluxos�energéticos�soni�cados�no�limiar�da�experiência�sonora.���.���.���.���.� ���

Hugo�Paquete

Adérito�Fernandes-Marcos

Paulo�Bernardino�Bastos

Regência�arquetípica�feminina:�Método�de�construção�de�personagem ���.���.���.���.���.���.���.���.���.� 235

Hemily�Nascimento

Mônica�Stein�



14

Speciesism�|�Ageism�|�Racism ���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 252

3H�UR�$��HV��D��H�JD

Técnica�de�fabricação�de�adobe�em�o�cina�artesanal�a�partir�de�vídeo�documental:�um�exemplo�em�
Portugal�e�outro�no�Brasil ���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Cíntia�Mariza�do�Amaral�Moreira�

Ana�Carolina�de�Gouvêa�Dantas�Motta

Mário�Elian

Thaís�Yamamoto

Antônio�Frederico�Moreira�Lasalvia

“The� Fantastic� Flying� Books� of� Mr.�Morris� Lessmore”� de�William� Joyce� e� Brandon�Oldenburg:�
quando�o�som�se�mostra�dominante�na�construção�de�uma�narrativa�de�texto�e�imagens ���.���.� ���

�H�H�D�0DU�D��D�6���D�6D��D�D

Maria�do�Rosário�da�Silva�Santana

Velocidade�terminal�tempo�cronoscópico�dos�corpos�orbitais�na�composição�sonora�e�musical��.���.����

Hugo�Paquete

Vídeo�experimental�e�autorretrato��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���
���RPH�D�$����HV�6REUD�

Daniela�Morgado�Oliveira

Woman�the�Natural�Nurturer:�An�Ecofeminist�Study�of�Niki�Caro’s�:K�OH��LGHU ���.���.���.���.���.���.� 290
Sumaira�Majeed

Noor�Ul�Ain�Lashari

��3�78/2�,,����+�37(5�,,
�,1(0�����,1(0�����,1(0�����,1(0�

A� imagem� da� memória� da� escravidão� como� pano� de� fundo� no� documentário� “A� Última�
Abolição”�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 301

Ivana�Denise�Grehs

A�Materialidade�da�Memória�na�Animação�Não�Ficcional ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Fabio�Belotte

A�representação�da�realidade�através�da�arte�cinematográ�ca�na�construção�de�Bacurau ��.���.� 314

�D��H�D��H�&DV�UR�3DV�RUH

Elis�Crokidakis�Castro

Ivana�Denise�Grehs

Adapting�Complex�Time:�‘Story�of�Your�Life’�(1998)�and��UUL��O�(2016) �.���.���.���.���.���.���.���.���.���.� ���

Lauren�Molyneux-Dixon

Adrian�Cowell�e�a�Amazônia�Brasileira���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Filipe�Freitas�Chaves�

Aesthetics�of�the�presence�of�women�in�Afghan�cinema�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

$EEDV�0R�DPPD��

Análise�comparativa�da�sombra�com�a�fotogra�a,�o�corpo,�o�duplo�e�o�arquétipo�sombra� ��.���.� ���

-�D���UD�F�VFR�&H�t���RED���R

Análisis�del�proceso�creativo�en�el�documental��RRNL�J� �RU��LFK�UG:�aproximación�a� las�bases�
de�la�construcción�de�los�personajes�Shakesperianos�desde�el�sistema�Stanislavki�y�el�método�
6�UDVEHUJ�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���. 351

Bárbara�Ca�arel



15

Candomblé�e�Cinema�de�Animação:�Estratégias�de�resistência�e�territorialidade�.���.���.���.���.���.� 357
Pâmela�Peregrino�

Edileuza�Penha�de�Souza�

Cinema�Sem�Imagem:�um�caso�de�estudo�de�geração�imagética�.���.���.���.���.���.���.���.���.���.���.���.� 365
Filipe�Lopes�

Pedro�M.�Afonso

Convenções�na�direção�de�arte�cinematográ�ca:�um�olhar�sobre�a��cção�cientí�ca .���.���.���.���.� 371
Felipe�Muanis

Mariana�Schwartz

Corta!�A� diáspora� da� imaginação� cinematográ�ca� e� a� heterogênese� entre� técnica,� estética� e�
política .���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Leonardo�da�Silva�Souza�

Debates�sobre�gentri�cação�através�do�cinema�documental�.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���
Miriam�de�Oliveira�Gonçalves

El�cine�experimental�como�herramienta�de�enunciación�crítica�a�partir�de�la�colaboración�artística�
entre�Juan�Rulfo�y�Rubén�Gámez�en�����yUPXO��VHFUHW��(1965)���.���.���.���.���.���.���.���.���.���.���.���.� 394

Dulce�María�Núñez�Oseguera

Encontros,�Festivais�e�Mostras�-�um�caminho�para�construção�do�cinema�negro�brasileiro �.���.� ���

Edileuza�Penha�de�Souza

Marcus�Vinicius�Mesquita

Entre�a��cção�e�a�realidade:�o�carnaval�segundo�Edgar�Pêra ���.���.���.���.���.���.���.���.���.���.���.���.���.� 410

José�Duarte

���UH�RFHD�RV�H�FR��HF�PH��RV���R�F��HPD��RF�PH��D���D�����HUV��D�H ���.���.���.���.���.���.���.���.� 416
Gilmar�Santana

Estética�freiriana�no��lme�“O�amigo�do�rei”,�de�André�D`Elia:�notas�para�se�pensar�um�cinema�crítico�
H���EHU�D�RU��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

�DIDH���RJ�H�UD�&RV�D

Robson�Loureiro

Etnogra�a�de�tela�e�semiopragmática:�um�diálogo�entre�metodologias�de�análise�fílmica .���.���.� ���
Alfredo�Taunay�Colins

Morgana�Gama�de�Lima

Faroeste�brasileiro:�a�bala,�o�boi�e�a�bíblia�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���
��JR��RJ�H�UD��H�R

6D��UD��HJ��D����HV�&�D�HV�

Ficção�e�fricção:�imagens�da�Amazónia�no�cinema�internacional��.���.���.���.���.���.���.���.���.���.���.���.� 453
Fabiana�Wielewicki

Guy�Amado

Fragmentos�da�autoria�feminina�no�cinema�brasileiro:�considerações�sobre�o�cinema�de�Gilda�de�
Abreu�(1904�-�1979) ���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Regina�Glória�Andrade

Jose�Francisco�Sera�m

6D��UD�6�UDFF�D�D�R�&RH��R

Gadgets,�Phones�and�Drones�Multi-Perspective�Documentary�Storytelling ��.���.���.���.���.���.���.���.� ���
Eva�Vitija

Annette�Brütsch

&�U�V��D���VH��



16

In� the�pursuit� of� the�authentic�cinema�A�comparative�study�of� two� �lms�about� the�22.� July�2011�
terrorist�attack�in�Norway�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Sigmund�Trageton

Interseções�entre�Cinema�e�Pintura�em�Maria�Antonieta�de�So�a�Coppola ��.���.���.���.���.���.���.���.� 489

Laís�Bravo�Serra

La�“Nouvelle�Vague�Francesa”�en�la�sombra �.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 503

Severiano�Casalderrey�Conde

La�con�guración�archivística�en�el�cine�de�no��cción�contemporáneo���.���.���.���.���.���.���.���.���.���.� 514

Rubén�Marín�Ramos�

La�evolución�del�español�a�través�del�doblaje�en�España �.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 519

Ángela�Sáenz-Herrero

-�D��3H�UR���FD�3HURP��JR

Naiá�e�a�Lua�(2010):�lendas�indígenas�sob�os�holofotes�da�narrativa ���.���.���.���.���.���.���.���.���.���.� 525

Pollyanna�Rosa�Ribeiro

Keyla�Andrea�Santiago�Oliveira

2���MR��]XO:� do� �m� do� Expressionismo� à� in�uência� da� Paramount� –� um� �lme� de� Josef� von�
6�HU�EHUJ ���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 532

Sérgio�Bordalo�e�Sá

“O�caso�do�homem�errado”�–�o�cinema�como�instrumento�de�denúncias�do�genocídio�da�população�

�HJUD ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 537

Edileuza�Penha�de�Souza

O�Oxímoro ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 543

3H�UR�3RU��JD�

O�tabu�no�discurso�cinemático:�tradição,�funções�e�re�exões ���.���.���.���.���.���.���.���.���.���.���.���.���.� 549

Catarina�Xavier

2�:HVWHU�:�Mito�e�propaganda ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 559

Pedro�Miguel�Jorge�Réquio

Os�personagens�de�Charlie�Kaufman�e�os�‘não�personagens’�de�Eduardo�Coutinho ���.���.���.���.� 568

Marcos�De�Bona�de�Carvalho

Percepções�do�clássico�Alma�no�Olho�e�o�cinema�negro�de�Zózimo�Bulbul��.���.���.���.���.���.���.���.� 575

André�Mendonça

Edileuza�Penha�de�Souza

Pesquisa�Estética�e�Materialidade�Fílmica:�música�e�imagem�tecendo�Fevereiros���.���.���.���.���.� 585

�Andréa�Almeida�de�Moura�Estevão

PNC�e�Redes�Sociais:�um�estudo�em�torno�de�desa�os�e�oportunidades�na�web�social ��.���.���.� 591

João�Pinto

Teresa�Cardoso

$�D��VDEH��6RDUHV�

Roteiro�coletivo:�a�ideia�do�cinema�neorrealista�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Ana�Luiza�Cavalcanti�Fatorelli�Carneiro

Luiz�Roberto�Pinto�Nazario



17

Trânsitos�narrativos�que�o�cinema�imersivo�em�360º�permite�ao�telespectador�em�,�Toy�Story�4����

�UD�F�VFR�0D��D�

�HU�D��R��R�U�J�HV

Renan�Oliveira

Thiago�Malvar

0D��H�V�0R��D

Wilson�Oliveira

Volumetric��lmmaking,�new�mediums�and�formats�for�digital�audiovisual�storytelling.���.���.���.���.� 612

Francisco-Julián�Martínez-Cano

��3�78/2�,,,����+�37(5�,,,
�,1(0�����2081,��d�2����,1(0�����20081,��7,21

A�perceção�dos�indivíduos�sobre�um�vídeo�publicitário��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

6���D��H�$�PH��D��HUUH�UD

6DUD�6D��RV

Pedro�Manuel�do�Espírito�Santo

A� racionalidade� do� desenho� animando�mais� assistido� no� cinema,� processos� educacionais� e� a�
pseudoformação�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 629

&U�V��D�R�&RV�D�3HUH�UD

�-���D�D��H�&DV�UR�&�D�HV

A�Visual�Rhetorical�Analysis�of�Narges�Abyar’s�2013�)LOP��U�FN�����(�KL��U����)�.���.���.���.���.���.� ���

3DU�D��D��P�

Somayyeh�Chaychi

Análise�sobre�os�novos�e�os�tradicionais�consumos�de�cinema�-�o�per�l�dos�jovens�universitários�
portugueses.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 645

Álvaro�Cairrão

&��HPD�H�H�V��R��HF�R��J�FR �.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 652

Priscila�de�Oliveira

6D��UD��HJ��D����HV�&�D�HV�

Design�&�Cinema:�A�timeline�of�graphic�design�in��lm ���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 658

Helena�Tude

Ethical�Evaluation�of�the�Use�of�Women�in�Advertisements���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

�PUD��$V�D�

Sedat�Şı̇mşe

Inclusão�e�Acessibilidade�no�Cinema�para�Surdos:�proposta�de�festival�de�cinema�surdo�português
.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Mariana�Bento�Lopes

José�Alberto�Rodrigues

Le�rôle�des�médias�culturels�VXE�OWHU�HV�chez�les�peuples�L�GLJq�HV�du�monde�sinophone:�analyse�
sémantique,�enjeux�et�traductions��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 681

Cheong�Kin�Man

0t��D�2XW� R�� �RPH,� pós-massividade� e� convergência:� re�exões� sobre� a� democratização� e� da�
descolonização�da�comunicação�no�brasil�do�século�XXI��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 691

Lúcia�Maria�Pereira�Bravo



18

O� �lme� publicitário� e� as� audiovisualidades� da� diversidade� e� da� inclusão� nas� estratégias� de�
comunicação�organizacional ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 699

José�Antonio�Martinuzzo�

Rosane�Vasconcelos�Zanotti

O�potencial� do�VWRU�WHOOL�J� em�curtas-metragens�de� terror� por�meio� do�uso�de�efeitos�especiais�
��J��D�V .���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 709

Paola�Cristhina�Stumpf�Rodrigues�

Rui�Raposo

The�documentary��lm�as�a�tool�for�the�Ethnography�of�Performance .���.���.���.���.���.���.���.���.���.���.� 719

Filipe�Pereira

The�Trickster�in�Serial�Television:�An�Anti-hero�of�Postmodern�Mythologies��.���.���.���.���.���.���.���.� ���

��D���D��D��

“This�is�America”:�Um�Videoclipe�estético�e�ativista�social�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

&�D���R��R��D�

Denise�Azevedo�Duarte�Guimarães

Une� identité� réinterprétée:� Notes� sur� un� vieux� documentaire� et� recherche� autour� de� l’identité�
PDFD�D�VH ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Cheong�Kin�Man

Using�Bernard�Tschumi’s�Manhattan�Transcripts�as�a�Cinematic�Pedagogical�Tool� in�Architecture�
Schools�in�Egypt�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Taher�Abdel-Ghani

��3�78/2�,9����+�37(5�,9
�,1(0����7(�12/2�,�����,1(0����7(�+12/2��

Ambisonic-centred�location�sound�recording�-�reinvigorating�the�Observational�Documentary�genre?
.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 755

Steve�Whitford

Development�of�Internet�Television�Broadcasting�and�Satisfaction�in�Internet�Broadcasting�.���.� ���

Tugay�Arat

Sedat�Şı̇mşe

Monumentos�Virtuais:�projeto�audiovisual�colaborativo�para�formato��XOOGRPH �.���.���.���.���.���.���.� ���

Andreia�Machado�Oliveira

0D��H�V�0RUH�R��RV�6D��RV�&DPDUJR

Luyanda�Zindela

O�movimento�das�coisas:�Jodie�Mack�e�as�animações�experimentais�em�looping�.���.���.���.���.���.� 781

Wilson�Oliveira�Filho�

Gabriel�Linhares�Falcão

�UD�F�VFR�0D��D

Sound�in�the�Mise-en-jeu:�Conveying�Meaning�through�Videogames’�Mediated�Space�.���.���.���.� ���

João�Pedro�Ribeiro

0�J�H��&DU�D��D�V

3H�UR�&DU�RVR

�W��GL�J�*URX�G:�the�index�in�the�landscape�of�the�digital .���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 795

Richard�O’Sullivan



19

Tempos�de�streaming.�Implicações�na�produção�audiovisual�no�Brasil �.���.���.���.���.���.���.���.���.���.� ���

Bruna�G.�Malta�Victal�Teodoro

Glaucia�E.�Davino

The�In�uence�of�Science�Fiction�in�Healthcare�Technology���.���.���.���.���.���.���.���.���.���.���.���.���.���.��811

Mª�Alexandra�Cardoso

��3�78/2�9����+�37(5�9
CONVIDADOS�|�GUESTS

Dona�Maria�faz��lmes�.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 819

Alice�Fátima�Martins

Emotions�on�pictures�in�motion ��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

João�Fragoso�e�Castro

Paulo�Bernardino�Bastos

�H��RU�$��H�RV

Enquadrando�o�Rural�–�A�busca�de�narrativas�na�construção�de�um�documentário�sobre�o�lugar�dos�
Amiais,�Portugal �.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 845

Rodolfo�Gomes�Pereira

Lídia�Oliveira

$�D�&DU�D�$PDUR

Entre�Macacos�e�Anjos�(2019),�a�utopia�do�17º��lme�brasileiro �.���.���.���.���.���.���.���.���.���.���.���.���.� 851

�HJ�V��UR�D

Film�Subtitling:�A�New�Research�Genre�in�Africa.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 861

Kajingulu�Somwe�Mubenga

O��FRVV�GR�e�o�cinema�moderno�da�desmisti�cação�godardiana�.���.���.���.���.���.���.���.���.���.���.���.� ���

�HJ�V��UR�D

Práticas�de�roteiro:�conceitos�revisitados���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 875

3D�UtF�D��R�UD�R

&HFt��D�6D��HV

Mirian�Tavares

The�Destiny�of�a�“Baby”�Industry:�Turkish�Animation��.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� ���

Nazlı�Eda�Noyan

Um�Percurso�pelo�Cinema�e�pela�Escola���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.���.� 891

José�da�Silva�Ribeiro

Visiones�utópicas�y�distópicas�en�las�películas�����R]�GH�O��OX���y��LHPSR�GHVSXpV ���.���.���.���.� 903

-D��HU��H���U�





���

�������������0������

�DGJH�V��3KRQHV�DQG��URQHV�
Multi-Perspective�Documentary�Storytelling

Eva�Vitija
Zurich�University�of�the�Arts�ZHDK,�Switzerland

Annette�Brütsch
Zurich�University�of�the�Arts�ZHDK,�Switzerland

&�U�V��D���VH��
Zurich�University�of�the�Arts�ZHDK,�Switzerland

Abstract

Documentary��lmmakers�have�always�been�quick�to�
adopt�new�semi-professional�and�consumer�cameras.�
However,� they� have� not� replaced� conventional�
professional�cameras,�but�added�to�the�vivid�variety�of�
documentary�style.
Today,�multi-perspective�storytelling�in�documentary�

forms�is�on�the�rise.�On�Youtube,�Instagram,�Snapchat�
and� in� TV-Formats� various� cameras� like� cellphones,�
action-cams�(GoPros)�or�drones�are�commonly�used�
in�addition�to�the�classical�single-perspective�camera.�
Because�the�phenomenon�is�still�young,�there�is�very�
little�research�and� literature�on� the� in�uence�of�multi-
perspective�use�of�cameras�in�documentary.
Our� practice-led,� comparative� research� project�

‘Gadgets,� Phones� and� Drones’� investigates� the�
di�erences�of�single-� and�multi-camera�storytelling� in�
documentaries�and�aims�to�clarify�how�the�use�of�multi-
perspective�in�documentary�is�developing.�
Multi-perspective�storytelling� is�examined�by�semi-

structured� interviews� with� experts� in� the� �eld� and�
by� a� practice-based� comparative� study.� In� a� short�
documentary� about� a� dog�school,� we� aim� to� tell� the�
same� story� in� two� di�erent� ways:� We� compare� the�
classical�shoulder-mounted�single-camera-perspective�
ZLWK� WKH� PXOWLSOH� F�PHU�� SHUVSHFWL�H� GRFXPH�WL�J�
the� very� same� events.� In� this� process,� in� the� multi-
SHUVSHFWL�H��HUVLR�� WKH�GRJV��V�ZHOO��V� WKHLU�RZ�HUV�
and�the�dog�trainer�were�equipped�with�cameras�and,�
in�addition,�the�situation�was�also��lmed�by�a�drone.
�KLV�S�SHU�JL�HV� L�VLJKW� L�WR� TXHVWLR�V� WK�W� �URVH�

WKURXJKRXW� WKLV� �UWLVWLF� UHVH�UFK� �V� ZHOO� �V� L�WR� WKH�
discussion� of� multi-perspective� storytelling� among�
practicioners.� The� mixed� method� approach� will� not�
only�add� to� scienti�c� research,�but�will�also� serve�as�
GLUHFW� �HHGE�FN� �RU� WKH� �UWLVWLF� GLVFXVVLR�� L�� FXUUH�W�
documentary��lmmaking.

Keywords:� Documentary,� Multi-perspective,�
Storytelling,�Authentication�Strategies.

1.�Introduction

Innovations� in� camera� technology� always� have�
a� direct� impact� on� the� cinematic� aesthetics� of� the�
image.� This� is� especially� true� in� documentary� �lm,�
��HUH� FDPHUD� PR�H�V� IURP� ��H� FR�V�PHU� D���
semi-professional�sector�are�often�used�in�professional�
�lm-making.�However,�the�new�possibilities�associated�
with� the� incorporation� of� these� kinds� of� cameras�

in� documentary� �lmmaking� do� not� simply� replace�
existing� ones� but� establish� themselves� as� parallel�
design�options.

New� consumer� camera� models� (mainly� mini� DV)�
initially�promoted�an�amateur� look� in� the�1990s.�This�
was� reinforced� by� the� fact� that� the� cameras� were�
so� easy� to� use� that� amateurs� could� handle� them.�
From� 2008� onwards,� DSLR� cameras� conquered� the�
documentary� �lm� industry� and,� due� to� their� shallow�
depth�of� �eld,� brought� back� a� certain� cinematic� look�
and�with�it�a�renewed�aesthetic�appeal�comparable�to�
35mm��lm�cameras.

Starting� in� the� �rst� decades� of� this� century,� a�
paradigm�shift� in�documentary��lm�can�be�observed.�
More� and�more� often,� several� and� di�erent� types� of�
cameras� have� been� used� simultaneously,� up� to� the�
present� day,� where� the� ubiquity� (especially� of� smart�
phone�cameras)�of�many�cameras�is�the�rule.

The� decades-long� ‘anthropomorphic� gaze’� of� a�
single� camera,� usually� mounted� on� the� shoulder�
of� a� professional� cameraperson,� was� replaced� by�
the� multiple� gazes� of� versatile� recording� devices�
intended� for� the� consumer� sector.� Multiple� ‘gadget’�
cameras� –� such� as� the� well� known� action� camera�
‘GoPro’�or�sophisticated�mobile�phone�cameras�–�are�
being� adopted� by� documentary� �lmmakers� for� their�
versatility�and� for� the� fact� that� they�can�be�deployed�
simultaneously� for� documentary� �lms.� Thus,� we�
have� witnessed� the� arrival� of� the� multi-perspective�
Documentary.� Multi-perspective� in� the� sense� of� a�
narrative� content� that� is� visually� and/or� narratively�
composed� of� distinguishable� perspectives� that�
document� exactly� the� same� event� or� course� of�
events.�Sometimes�with�several� but� identical�camera�
types� from� di�erent� angles,� sometimes�with� di�erent�
camera�types�that�produce�raw�material�that�obviously�
looks� di�erent� or� di�ers� greatly� in� the� nature� of� its�
possible�use.

It�is�not�only�the�makers�of�cinematic�documentary�
�lms� that� have� adopted� this� new� multi-perspective�
technique.� Especially� in� the� �eld� of� television� and�
documentary� sports� reporting,� �lmmakers� work�
extensively� with� multi-perspective� aesthetics� and�
technology.� In� sports� broadcasts,� it� is� now� common�
practice� for� athletes� to� wear� helmet� cameras� (e.g.�
skiers,�high�divers,�divers�etc.)�or� for� the�event� to�be�
accompanied�by�drones.�This�may�be�in�addition�to�the�
classic� rope� cameras� or� shoulder�mounted� cameras�
used� at� football� matches.� In� TV-documentary-series�
and�reports�the�drone�is�probably�the�most�frequently�
�VH��D�����R�D��FDPHUD�EHV��HV���H�V�R���HU�PR���H��
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camera.� In�multi-perspective� documentaries,� humans�
(and� in� some� instances� animals)� are� equipped� with�
additional� action-cams� or� smartphone� cameras.� In�
animal�documentaries,�not�only�are�animals�equipped�
with�recording�devices,�but�potential�danger�is�avoided�
by�placing� robot� cameras� at� watering� holes� or� other�
crucial� meeting� spots� for� animals,� thus� providing�
previously�unseen�insights�into�the�life�of�wild�animals�
and� contriving� a� sense� of� nearness� for� the� viewer.�
Multi-perspective� narration� is� even� more� present� on�
portals�such�as� ‘YouTube’�or� in�documentary�short�or�
super� short� forms� which� are� distributed� via� Twitter,�
Instagram�or�Snapchat�by�professionals�and�amateurs�
alike,� thus� contributing� to� the� democratization�
of��lmmaking:�

Video�cameras�are�no�longer�specialized�equipment�
wielded� almost� exclusively� by� professionals,� but�
rather�something� that�most�regular�people�routinely�
carry�around�in�their�pocket.�Therefore�video�footage�
portraying�unstaged�events�is�more�readily�available.�
News� outlets� incorporate� bystander� videos� into�
stories� of� breaking� events.� Social� media� platforms�
like� YouTube� and� Twitter� provide� an� accessible�
means�of�distributing�this�sort�of�material.�Individuals�
now� regularly� encounter� video� actualities� through�
these�platforms.�(Hall�2017)�

o�ering�an�interesting�insight�into�practical�aspects�of�
the�implementation�of�a�multi-perspective�documentary�
work.�First,�we�need�to�clarify�the�terminology�we�use�
when�discussing�multi-perspective� camerawork.�How�
is�multi-perspective�actually�described�in�research?�As�
a�further�step,�we�will�also�consider�the�ways�in�which�
‘authenticity’�and�authentication�strategies�are�de�ned�
in�the��eld.

2.�State�of�Research�

2.1�Multi-perspective�in�Documentary�
Because�the�phenomenon�is�still�young,�the�increase�

in�the�use�of�multi-camera�perspectives�has�not�been�
widely� investigated.� So� far,� the� only� critical� analyses�
that�have�been�carried� out�are�on� individual� �lms.� In�
ethnography,�the��lm��H�L�WK���(Leviathan�2012)�is�an�
example�of�how�this�discussion�began�only�a�few�years�
ago.�This��lm�makes�exemplary�use�of�multiple�camera�
perspectives�that�are�decidedly�di�erent�from�a�human,�
anthropomorphic�single-camera�view.�Several�articles�
��� 9LVX�O� ��WKURSRORJ�� �H�LHZ� �HD�� ����� ��H� �H��
visual�style,�and�it�is�widely�believed�that��H�L�WK����V�
a� sensitive� and� exciting� kind� of� cinematic� ethnology,�
contingent�on�the�use�of�new�technology.�

‘Thanks� to� certain� tools� (such� as� multiple�
Waterproof�GoPro�cameras�(...)�we�become�resolutely,�
adamantly�part� of� the� thickness,� the�density� and� the�
turgidity� of� a�world� in� which� it� is� very� di�cult� to� �nd�
our�land�legs.’(Stevenson�and�Cohn�2015,�50)�For�this�
sensory�audience�experience,� ‘the�phenomenological�
term�immersion’� is�often�used.�The��lm�scholar�Ohad�
Landesman� emphasizes� an� unusual,� unmoored�
experience�when�watching�the��lm�and�describes�how�
the� ‘perspective�of� others� -�not� just�of� its� �lmmakers’�
becomes�an�integral�part�of�the�ethnographic�method.�
It� is� important� to� bear� in� mind� that� �H�L�WK��� �V� D�
radical�form�of�ethnographic��lm�in�which�observation�
always�takes�priority�over�narration.�But�the�history�of�
trying�to�accommodate�other�narrative�perspectives�in�
anthropological� �lmmaking� had� already� started� with�
the�work�of�Worth� and�Adair� in� the� USA� (Worth�and�
Adair�1972)�and�Eric�Michaels�in�Australia,�both�in�the�
1970.�A�more� recent�summary�on� the�subject�can�be�
found�here:�(Jay�1991,�325-343).�

In�recent��lm�studies,�there�are�isolated�references�
to� the� e�ect� of� the� multi-camera� perspective� in�
�H�L�WK��.� For� example,� Bill� Nichols� writes� that� the�
images� in� this� �lm� possess� ‘an� eerie,� mysterious�
quality’,� ‘in� which� the� human� �gure,� let� alone� any�
distinct� individual,� is�di�cult� to�recognize’.�Kris�Fallon�
places�both��H�L�WK���D����KH�&R�H�(The�Cove�2009),�
in� which� multiple� cameras� are� used� covertly,� in� a�
tradition�of��lms�in�which�the�boundaries�of�cinematic�
aesthetics� are� extended� by� the� latest� technology.� In�
��H� FDVH� RI� �KH� &R�H,� these� included� ‘night� vision�
cameras,�thermal�imaging,�or�multiple�Go-Pros�in�order�
to� deliver� rich,�multi-sensory� experiences� to� viewers’�
(Fallon�2016,�125).�Carl�Plantinga�(2013)�sees�the�use�
of�multiple�hidden�and�technomorphic�cameras�as�an�
attempt�to�create�objectivity�in�a��lm�that� is�otherwise�
characterized�by�subjectivity.

In� that� sense,� the� current� development� could� be�
considered�as�the�second�wave�of�the�democratization�
of��lmmaking,�following�the��rst�wave�of�the�mid-1990s,�
with� easy� to� handle� DV� Cams.� Today,� pretty� much�
everyone� is� carrying� a� camera� in� their� pocket� and,�
on� top� of� that,� the�means� to� instantly� distribute� their�
footage�to�an�audience.

In� research� (see� State� of� Research,� Chapter� 2)�
very� little� has� been� written� about� the� most� recent�
aesthetic�development�in�the��eld�of�documentary��lm,�
the� multi-perspective.� However,� the� research� project�
‘Gadgets,�Phones�&�Drones’� addresses� this� topic.� In�
addition� to� reviewing� the� scarce� existing� literature,�
VHP��V�U�F��UH�� ���HU��H�V� �HUH� FR���F�H�� �����
protagonists�of�this�change,�such�as�cinematographers,�
directors�and��lm�festival�directors,�in�which�they�refer�
�R�DHV��H��F� ���R�D��R��R�� ��H�R�H� �D���D�����VF�VV�
in�uence� on� their� own� artistic� practice� on� the� other�
(see�Chapter�3).�A�practice-based�comparative�study�
was�conducted,� focusing�on� the�di�erences�between�
the� classical� single-perspective� narration� and� the�
multi-perspective�narration�in�documentary��lmmaking.

In� a� short� documentary� about� a� dog� school� (see�
Chapter� 4),� we� told� the� same� story� in� two� di�erent�
ways:�We� compared� the� classical� shoulder-mounted�
single-camera-perspective� narrative� with� the� same�
narrative� with� multiple� camera� perspective� with�
additional� GoPros,� Cellphone� cameras� and� Drone�
footage� of� the� same� situation.� In� this� process,� the�
dogs�were�equipped�with�GoPros,�the�dog�trainer�with�
a� cell-phone� camera� and� the� entire� scene�was� also�
�lmed�by�a�drone�from�above.

In�this�paper,�we�work�on�the�theoretical�foundations�
of�a�practice-based�comparative�study�and�address�the�
questions�we�have�been�confronted�with�while��lming,�
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It� is� interesting� that�all�studies�strongly�emphasize�
the� di�erences� in� both� the� use� of� technology� and�
the� perception� of� the� audience,� while� ignoring� the�
narrative�perspective.

While� narrative� perspective� is� traditionally�
associated�with� the� anthropomorphic� gaze,� Eriksson�
(Eriksson�2012,�292)�cites�Chapman�who�impressively�
describes� how� much� this� perspective� is� ultimately�
linked�to�the�actual�author’s�intention�and�how�cameras�
operating�without�any�authorial�intention�fundamentally�
contradict�this�concept:

In� observational� type� documentary� �lmmaking,� the�
videographer� often� becomes� the� de� facto� director.�
Even�though�the�common�wisdom�is�that�documentary�
�lms� are� made� in� editing,� if� the� recorded� material�
says�something�else�than�the�intended�storyline�and�
other� fabula� related� elements� should,� an� audience�
understanding� cannot� be� ensured.� And� to� sort�
things�out� in�editing� is�always�foolhardy.�It�is�simply�
not�enough�to�press�the�record�button�and�hope�for�
the� best.� Therefore,� in� observational� documentary�
production� the�directorial�burden�has�fundamentally�
shifted�to�the�recording�stage.�(Chapman�2007,�93)
�

The� narration� achieved� through� the� use� of�
multi-perspective� visual� material� is� fused� by� a�
voiceover�that�contextualises�and�explains�the�di�erent�
materials� and� by� doing� so� reconstructs� the� event.�
The� multi-perspective� material� is� therefore� used� as�
evidence�for�the�oral�narration�and�a�clear�timeline.�It�
helps�to�create�the�feeling�that�the�event�has�happened�
exactly� as� it� is� reconstructed,� because� we� viewers�
��HUH�V�R����OO���H�H�LGH�FH.�The�voiceover�therefore�
takes�over�the�anthropomorphising�role�of�leading�the�
narrative�while�the�visual�material�appears�as�if�it�were�
taken�with�no�narrative�goal,�but�more�by�chance�(as�
the�narrating�voice�stresses),�which�makes�the�power�
of�proof�of�the�visual�material�seem�all�the�stronger.

The� example� of� ‘forensic� architecture’� shows� us�
how� the� multi-perspective� use� of� cameras� can� be�
applied�to��lmic�strategies�of�authenticity.�It�is�an�even�
more� compelling� demonstration� than� the� intenionally�
secredly� installed� GoPro� cameras� in� The� Cove� or� -�
the� more� repetitious� (not� plot� driven)� ethnographic�
example� of� �H�L�WK��.� And� what� already� applied� to�
Landesmann� for� DV� cameras� is� even� more� true� for�
the�multi-perspective�use�of�smartphone�cameras:�‘We�
can� relate� the� constructed�DV�world� so�easily� to�our�
own�simply�because�we�do�not�only�consume�it�in�our�
daily�reality�but�also�create�it�ourselves.’�(Landesman�
2008,�43)

2.2�Authentication�Strategies�in�Documentary
The�documentary�form�has�a�closer�relationship�to�

‘the�real’� than�do��ctional� forms�of��lmmaking.�When�
choosing� stylistic� devices,� documentary� �lmmakers�
do� indeed� repeatedly� ask� themselves� what� e�ect�
these�devices�will� have�on� an�audience’s�perception�
of� authenticity.� Because� authenticity,� in� the� sense� of�
��H� FORVH�HVV� WR� UH�OLW�,� the� FUHGLELOLW�,� WUXWK�XO�HVV�
RU� JH�XL�H�HVV� RI� D� FHU�D��� IRUP� RI� F��HPD��F�
representation� (for� a� de�nition� of� authenticity,� see�
(Kalisch� 2000),� (Knaller� and� Müller,� 2006),� and� in�
relation� to� the� documentary� �lm:� (Hattendorf� 1999).�
While� authenticity� as� a� concept� has� retained� its�
status�among� practitioners� in� the� �lmic� environment,�
it� is�controversial� in�the�humanities�more�broadly�and�
in� the� context� of� postmodern� discourse� in� particular�
has� become� increasingly� inappropriate� (cf.� Knaller�
and� Müller,� 2006,� Huyssen� 2006,� Graulund� 2010).�
Recent�publications,�however,�again�point�to�a�growing�
attention�to�concepts�of��XWKH�WLF�WLR��(Daur�2013).� It�
becomes� clear� that� scienti�c� discourse� usually� does�
not� start� from� authenticity� per� se,� but� rather� from�
concepts�such�as�authenticity�e�ects,�or��XWKH�WLF�WLR��
VWU�WHJLHV,�which�are�creating�the�basis�for�authenticity�
(Daur�2013).�In�relation�to�documentary��lm,�Manfred�
Hattendorf�suggests,�among�other�things,�the�concept�
RI��XWKH�WLFLW��VLJ��OV,�which�in�their�sum��FR��L�FH�WKH�
�LHZHU� R�� WKH� FUHGLELOLW�� RU� WUXWK�XO�HVV� R�� �� GHSLFWHG�
VLWX�WLR��.�Authenticity� in� this� sense� is�understood�as�
a�code�of�a�mediatized�reality�–�in�direct�dependence�
on�the�visual�style�–�which�can�be�produced�as�such�
and� used� for� feature� �lms� or� mockumentaries.� In�
other� words,� it� can� be� FR�VWUXFWHG� (Kreimeier� 1997,�
Hohenberger� 1998,� Hattendorf� 1999,� Odin� 1998,�

A� totally� di�erent� approach� to� multi-perspective�
in� a� practical� and� theoretical� approach� -� and� with� it�
a� more� and� more� widely� acclaimed� use� of� archival�
footage� in� documentary� -� is� being� investigated� by�
the�artists�group�around� the�architect�Eyal�Weizman.�
They� call� their� multi-perspective� reconstructions� of�
events� ‘Forensic� Architecture’.� The� group� around�
Weizman� investigates� and� meticulously� reconstructs�
events�of�‘corporate�violence,�human�rights�violations�
and� environmental� destruction� all� over� the� world’�
(https://forensic-architecture.org/about/agency)� by�
adding�up�all� the� found� footage�around�such�events,�
for� example� the� reported� Killing� in� Umm� Al-Hiran�
(https://forensic-architecture.org/investigat ion/
killing-in-umm-al-hiran)� or� a� refugee� shipwreck� near�
Lesbos� (https://forensic-architecture.org/investigation/
shipwreck-at-the-threshold-of-europe)� By� putting� the�
multiple�perspective�found�footage�in�a�single�narrative�
timeline� and� adding� all� this� very� di�erent� kinds� of�
footage�to�it�(for�example,�Facebook�photos,�cellphone�
videos,�helmet�action� cameras� or�drone� footage)� the�
false� reports� of� speci�c� events� by�media,� politicians�
or� other� involved� parties,� are� deconstructed.� In� the�
meantime,�a�clear�narrative�of�the�events�is�built,�that�
seems� to� be� more� objectively� documented� by� using�
precisely�this�multi-perspective�found�footage�that�was�
not�speci�cally�or�intentionally�shot�for�the�purpose�of�
such�a� reconstruction.�The� sense� that� ‘multiple�eyes’�
bear� witness� to� the� event� adds� to� the� credibility� of�
the� reconstruction.� ‘We� use� the� term� ‘forensics,’� but�
we�seek,� in� fact,� to� reverse� the�forensic�gaze�and� to�
���HV��JD�H� ��H� VDPH� V�D�H� DJH�F�HV� �� V�F�� DV� ��H�
police�or�the�military�–�that�usually�monopolize�it.’�The�
multiplicity� of� perspectives�of� the� found� footage� they�
use� is� the� main� challenge� to� the� monopolization� of�
vision� of� the� documented� events� by� states� or� other�
agents�of�power.
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Huck� 2012,� Landesman� 2016).� The� strategies� of�
D���H���FD��R��RI�D�F�RVH��F��HPD��F�IRUP�RU�D�FHU�D���
documentary� method� are� thus� among� the� basic�
considerations�in�the�creative�decision-making�process�
(Iseli�2009)�and�were�taken�into�account�accordingly�in�
the�present�exploration�of�multi-perspective��lmmaking.�
Another�term�that�raises�suspicions�is�UH�OLVP.�Rooney�
(2012)�sums�it�up�well:�

Researchers� have� primarily� conceived� of� realism�
as� a� multi-dimensional� construct� (Busselle� and�
Greenberg� 2000,� Hawkins� 1977,� Potter� 1988,�
Shapiro�and�Chock�2004),�involving�various�types�of�
subcomponents—such�as,�for�example,�how�much�a�
representation�simulates� real� sensory�data,� or� how�
much�it�represents�what�is� likely�to�occur�in�the�real�
world.�Resulting� from�qualitative� focus�groups,�Hall�
(2003)� identi�es� six� dimensions� that� she� claims�
constitute�perceived� realism;�plausibility� (something�
that�could�be�true),�typicality�(commonly�or�frequently�
occurs),�factuality�(accurate�representation�of�speci�c�
real-world� events),� narrative� consistency� (internal�
coherence� of� the� story),� involvement� (generates�
emotion),� and� perceptual� persuasive-ness� (the�
extent�to�which� the��lm�creates�a�compelling�visual�
illusion�of�realism).�

not� only� compensated� for� the� lack� of� literature� and�
studies�in�the��eld�of�multi-perspective��lmmaking,�but�
also�enabled�a� qualitative� deepening� of� the� practical�
perspective.� Ten� semi-structured� interviews,� each�
lasting�three�to��ve�hours,�were�conducted,�which�on�
��H� R�H� �D��� UHIHU� �R� DHV��H��F� ���R�D��R�V� ��U��J�
the� time� of� the� participant’s� career� and� on� the� other�
hand� address� the� in�uence� of� the� topics� around�
multi-perspective�on�their�own�artistic�practice.�In�part,�
the�interviews�were�based�on��lm�excerpts�in�order�to�
generate�comparable�data�for�the�subsequent�analysis�
and�to�achieve�the�most�precise�focus�possible�(Bortz�
and� Döring� 2003).� The� basis� of� the� systematizing�
expert�interviews�was�a�detailed�guideline�with�key�and�
contingency�questions,�within�which� the�experts�were�
nevertheless�granted�a�high�degree�of�autonomy�in�their�
elaborations� in� order� to� achieve� the�most� systematic�
and�complete�information�acquisition�possible�(Bogner�
and�Littig�and�Menz�2009).�The�key�questions�aimed�
to�shed� light� on�similarities,�contrasts�or� connections�
between� the� aesthetic� means� and� their� anticipated�
e�ect�on�the�audience.�In�the�evaluation�of�the�expert�
interviews,�the�categorizing�elements�of�the�means�of�
design�were�processed�by�means�of�structural�analysis�
(Bortz� and�Döring� 2003)� in� order� to� characterize� the�
aesthetic� features� of� the� �lm� clips.� The� interviews�
were�recorded�on�video.�Our�minute-references�in�the�
citations�refer�to�these�videos.

Of� the� 10� interviewees,� seven� were� Swiss�
practitioners�who�enjoy�an� international�reputation�for�
their�work.�They�were� supplemented�by� three� voices�
from�abroad.�Among� them�were��ve� camera�people,�
one�of�them�also�specialised�in�post-production,�three�
directors,� and� two� festival� directors� who� observed�
the�historical�change� in�a�practical�way�and�played�a�
signi�cant�role�in�shaping�it.

Because�this�paper�is�too�short�to�refer�to�the�entire�
research�project�or�interview�topics,�I�will�focus�here�on�
just�very�few�aspects�that�were�mentioned�repeatedly�
in�regard�to�multi-perspective��lmmaking�and�that�was�
decisive� for� our� experimental� set-up:� How� does� the�
narrative�perspective�relate�to�the�choice�of�technique?�
Can� the�camera�perspective� be� regarded� at� all� as� a�
perspective�detached� from�the�narrative�perspective?�
All�experts�expressed�doubt�over�the�latter.

So�it�[the�use�of�GoPros�and�drones,�author’s�note]�is�
very�dependent�on�the�theme�of�the��lm.�I’ll� tell�you�
two�examples�(...)�If�a�documentary�is�a�portrait�of�a�
�sherman�in�deep�Russia�and�he’s�on�his�ship�and�
�ghting�like�a�madman�to�get�some��sh�because�there�
are�no��sh�in�the�sea�anymore.�And�it’s�very�clear�that�
the�whole��lm�is�on�him.� (...)�I�don’t�see�any�use�of�
for� example� a� drone� over� the� sea� at� all.� If� the� �lm�
goes�on�how�the�landscape�(...)�at�the�sea�changes,�
how�the�position�changes,�how�many�complications�
would�we�get�into,�sea�and�city,�sea�and�earth,�I�see,�
for� example� (...)� an� absolute,� legitimate� use� of� a�
drone.’(Interview�Maintigneux�2018,�40:36)

In� communication/media� studies� and� media�
psychology,� the� term�SHUFHL�HG�UH�OLVP�DV�D� �HUP� IRU�
what�viewers�perceive�as�the�relation�of�a��lm�to�reality�
is�a�frequently�used�concept,�but�it� is�never�uniformly�
de�ned.�Pouliot� (2007,� 255)� stresses� the� connection�
EH��HH��D��H�H�W�and�the�perceived�reality:�

[W]hen� viewing� a� documentary� �lm,� viewers� are�
more� sensitive� to� cues� that� indicate� that�what� they�
are�witnessing�on� screen� is�not�made�up�or� acted,�
but�is�a�direct�recording�of�events�in�the�real�world.�If�
the��lm�is�successful�in�conveying�that�idea,�semantic�
factuality� is� likewise� higher� than� for� �ction� �lms,�
because�viewers�do�not�have�to� imagine�or�pretend�
that�what� is�presented� is� plausible� in� a�suspension�
of�disbelief.�

She�adds�quoting�Nichols�(1991),�who�states� that:�
‘documentaries�call�for�activation�of�belief�in�the�reality�
of�what�is�presented.’

3.�Semi-Structured�Interviews

Both� in� the� theoretical� study� of� �lm� and� in� the�
applied� �eld� of� writing� on� �lmmaking,� only� a� few�
studies� have� been� done� on� multi-perspective� in�
documentary,� as� discussed� in� section� 2.1.� For� the�
�eld�of�documentary��lm�–�and�for�our�practice-based�
research�approach�in�particular�–�the�lack�of�literature�
can� be� considered� as� typical.� Clarifying� the� state� of�
research�therefore�required�a�procedure�tailored�to�the�
speci�c�nature�of�the�project.�Thus,�data�was�collected�
through� interviews� with� selected� experts� in� order� to�
elicit� the� re�exively� condensed� empirical� knowledge�
gained� from� practice.� The� focus� was� on� well-known�
cinematographers�and��lmmakers� from�all� phases�of�
production�and�distribution.�The�systematizing�of�these�
expert� interviews� (Bogner�and�Littig�and�Menz�2009)�

In� general,� the� use� of� multi-perspective� gadget�
cameras�or�drones�was�more�likely�rejected�by�cinema�
documentary� camerapersons� because� they� felt� that�
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the� new� technical� possibilities� and� their� speci�c�
di�erent� perspectives� were� generally� not� used� in� a�
meaningful� narrative� framework,� although� they� were�
widely� adopted� by� television,� commercials� and� the�
image-�lm-industry:�

Yeah,� I� mean,� one� in� two� corporate� �lms� now�
has� some� kind� of� drone� shot.� Which� used� to� be�
something,� how� shall� I� put� it,� special.� Nowadays,�
being� able� to� �y� over� something� is� almost� normal.�
(...)� I� now� always� take� an� extreme� example� about�
somehow�some�glue� sni�ers� in� the�ghettos,� I� don’t�
know� if� I� need�another�drone��ight� there�or� if� I� just�
better� stay�with� these� people� and� show� the� space�
through�some�shaky�ride�out�of�some�dented�Toyota.�
(Interview�Mennel�2018,�58:33)�

Nevertheless,� each� camera� has� a� very� distinctive�
style� or� speci�c� practical� application� that� leave� its�
marks�on�the�material� it�produces�and�paves�the�way�
to�how�it�is�used�for�narration:�

It’s� [the� GoPro,� authors� note]� a� device� for� the�
police,� for�me� in�my�mind,� it’s� really� a� device� that�
you�mount� to� prove�something.�You�want� to�prove,�
that� you� are� there,� you� want� to� prove� something.�
I�want� to�prove,� that� I�was� there.� I� think� that� is� the�
main� goal� of� the� GoPro.� I� was� on� the� mountain,� I�
was�(...)�I�was��ying.�I�was�running�so�fast�on�a�cli�,�
I�was� climbing� this� thing,� I�was�a�policeman,� I�was�
arresting�this�guy.�You�want�to�prove�and�maybe�you�
want�to�use�it�to�say�something�to�use�it�in�a�court‘.��
(Interview��Bron�2018,�51:05)

The�use�of� the�camera�as� a�pure� instrument� for�a�
speci�c�narrative�purpose�is�emphasized�again�in�the�
words�of�a�director:� ‘you�mislead�yourself� if�you�think�
that�you�will�capture�something�from�having�something�
like� kind� of� a� third� eye� [refers� to� GoPro� Camera,�
author’s�note]�because�it’s�not�an�eye,�you�have�a�tool,�
you�have�a�device�to�approach�something.�(Interview��
Bron�2018,�49:47)’

The� fact� that� it� is� not� so�much� a� question� of� the�
speci�c� camera� but� rather� its� use� for� a� speci�c�
narrative� goal� is� stressed� even� more� in� this� quote�
about�the�multi-perspective�use�of�the�camera:�

We�have� of� course� already�used� this�multi-camera�
technology,� but� it’s� always� obvious� things.�
Things� that� can’t� be� interrupted� in� the� course�
of� events,� like� concerts,� like� actions� on� stage,�
actions� that� take� place� in� a� public� space,� where�
we� really� document,� that� are� not� in�uenced� by�
us� or� could� be� stopped� or� timed.� There� (...)� we�
naturally� shot� with� many,� with� several� cameras.� �
(Interview�Lindenmaier�2018,�35:51)

However,� the� same� interviewee� emphasizes� that�
multi-perspective�is�not�a�question�of�camera�type,�but�
only�of�how�several�cameras�are�used:

But� we’ve� also� done� it� with� �lm� already.� It� hasn’t�
changed�that�much,� I� did� as�one�of�my� �rst�works,�
we�made�a��lm�about�ballet�on�Super8�and� there� I�
developed�a�system�that�we�not�only�had�this�2.5�to�
3-minute�limit�(...),�but�that�we�could�also�synchronize�
with� several� cameras.� That� was� on� Super8.� �
(Interview�Lindenmaier�2018,�35:51)

The�feeling�that�the�perception�of�reality�is�enhanced�
by� a� multi-perspective� recording� of� an� event� was�
con�rmed�in�our�interviews:�

In�the�street�when�something�happens�everybody�is�
taking�his� iPhone� and� is� �lming� and� you� have� this�
multiple� point� of� view,� you�have� all� these� points� of�
view�and�you�think�that�you�capture�something�from�
reality,�because�you�have�so�many�cameras� to��lm�
this�single�event�and�you�can�have�the�feeling� that,�
‘ok,� so� now� I� have�a� kind�of� objective�or� it’s� really�
what’s�going�on’.�(Interview��Bron�2018,�46:15)

And� therefore,� the� camera-type� and� its� nature�
determines�the�style�of�the�whole�documentary:

I�have� to� say� that� everything� shot� with� the� iPhone�
will� be� an� iPhone�movie� one� day.� I� don’t� have� the�
focal� lengths� anymore,� I� have� to� edit� di�erently,� I�
only� have� the�wide� angle,� i.e.� I� always� bump� over�
every� cut.� I� can’t� play� with� the� space,� I� can’t� play�
with�the�depth�of��eld,�I�can’t�use�all�the�things�that�
are� peculiar� to� the� cinema� anymore.� I� can’t� focus,�
I� can’t� emphasize,� I� give� up� a� lot� of� things� then.� �
(Interview�Mennel�2018,�24:34)

4.�Practical�comparative�study

4.1�Multi-perspective�in�a�dog�school
When� planning� our� practical� comparative� study,�

the�main� focus� from� the�very�beginning�was� that�we�
wanted� to� make� two� documentary� �lms� where� the�
narrative�had�to�be�absolutely�comparable�(i.e.�one�or�
more�events�take�place�in�both�versions�in�absolutely�
the�same�way�and�can�be�captured�according� to� the�
principles�of� documentary� �lmmaking�without� staging�
the�situation).�This�was�the�consequence�of�a�previous�
comparative�study�about�camera-size�and�the�depth�of�
�eld�where�we� noticed� that� even� small� deviations� of�
the�narration�distorted�the�whole�comparison.�In�order�
to�achieve�su�cient�comparability,�we�had�to�capture�a�
version�with�single-camera�perspective�and�a�version�
with�multiple�camera�perspectives�at�the�same�time.

The� di�culty� arose� that� we� had� to� shoot� with� a�
classic,� shoulder-mounted� single� camera� as� well�
as� simultaneously� shooting� for� a� multi-perspective�
rendering� of� the� scene.� The� problem� is,� however,�
that� the�various�camera�people� are� restricted� in� their�
freedom� of� movement� because� they� are� always� in�
each�other’s�frames.

$V� ��H� ���HUD��UH� D��� ��H� ���HU��H�V� �D�� V�R���
us,� multi-perspective� images� also� had� to� have� a�
meaningful� narrative� multi-perspective.� The� classic,�
V�R���HU�PR���H�� FDPHUD� �V� V�JJHV���H� RI� ��H�
��WKURSRPRUSKLF�J�]H,�because�of�its�association�with�
human� eye� level,� a� subjective� (and� limited)� point� of�
view,�a�rambling�gaze,�and�just�as�easily,�a�focusing�of�
attention.�Thus,� for� the�multi-perspective� version,�we�
also� wanted� to� narrate� a� non-human� perspective,� to�
o�er�as�an�alternative�to�this�anthropomorphized�view.
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An�example�of� the� emphasis� on�multi-perspective�
�lmmaking,� detached� from� the� human� gaze,� is� the�
aforementioned� �lm� Leviathan,� which,� through� the�
use� of� GoPro� action� cameras� both� de�es� the� harsh�
FR�����R�V� IRU� FDPHUDV� R�� ��H� ��J�� VHDV� D��� D�VR�
manages,� by� diving� into� the� water,� to� take� on� the�
perspective�of�the��sh,�so�to�speak.

This� decision� to� incorporate� a� non-human�
perspective,� in� terms� of� both� point-of-view� and�
narrative,�led�us�to�attempt��lming�from�the�perspective�
of�dogs.�In�our�shooting�of�footage�we�concentrated�on�
a�dog�school�where�the�dogs�complete�various�training�
exercises,� courses� and� educational� tasks� with� their�
owners.�The�dog�school�is�attended�by�5-10�dogs�with�
their�owners�and�is�led�by�a�dog�trainer.�The�repetitive�
nature�of�the�training�allows�for�the�di�culty�of�shooting�
with�multiple�cameras�simultaneously.�You�can�prepare�
yourself�for� the�movements�of� the�exercises�and�you�
can� combine� similar� parts� of� the� action� in� editing�
without�in�uencing�or�distorting�the�course�of�events.

We�used�the�following�cameras�for�our�experiment:�
For� the� shoulder� camera� we� used� a� Sony� FS7.� In�
the� case�of� the�dog�perspective�we�used� the� action�
camera�GoPro,� which� can� be� installed� on� the� dogs’�
back�at�dog’s�eye� level�with�a� little�harness�that�can�
mount� the� camera.� Additionally,� we� �lmed� the� dog�
�UD����J� IURP� DER�H� ����� D� �UR�H� D��� JD�H� ��H� �RJ�
trainer�a�mobile�phone�in�order�to��lm�his�lessons�from�
his�own�point�of�view.

4.2� Multi-perspective� on� the� set� and� multi-
perspective�in�editing�

A� problem� of� multi-perspective� �lmmaking�
immediately�apparent� in� editing�was�when� a� camera�
technique� results� in� camera� shake� and� the� loss� of�
spatial� orientation.� In� our� case,� the� dog’s� point� of�
view� was� simply� too� unstable,� risking� the� loss� of�
viewer�attention.�The�narrative�goal,�which�is�normally�
determined�by�the�person�leading�the�camera,�becomes�
completely�random�with�dogs.�On�the�other�hand,�the�
‘unintentional�gaze’�of�the�dog’s�GoPro�camera�shots�
added�up�to�an�understanding�of�the�dog’s�perspective�
whenever�unintentionality�was�especially�visible�in�the�
images.�Whenever�a�dog�came�very�close�to�another�
dog’s� camera� (where� a� cameraperson� would� have�
immediately� kept� a� certain� distance)� it� created� the�
experience�of� EHL�J� WKHUH,� very� close� to� the� dogs� in�
a�very�unfamiliar�and�at� the�same� time�very�credible�
dog�perspective.�When,�in�their�GoPro�harnesses,�the�
dogs�unintentionally�created�perspectives�that�are�very�
unlikely� for� human� beings,� like� going� under� a� table�
for�example,� it�had�a�more�authentic� feel� to�it.�These�
examples�show�how�important�the�link�between�camera�
perspective�and�narrative�perspective�is.�Only�this�link�
makes� a� multi-perspective� narration� possible� and�
remains� distinct� from� the� appearance� of� ‘bad� editing�
choices’,� that� choose� random� but� none-meaningful�
jumps� in� perspective,� that� a� viewer� can�not� possibly�
make�sense�of.

The� drone,� on� the� other� hand,� o�ers� so� much�
overview�that�the�camera�team�was�usually�within�the�
frame.� To� us,� the� drone� perspective� seemed� much�

more� di�cult� when� shooting,� because� it� was� not�
as� well� targeted,� narratively� speaking.� This� aspect�
is� also�underlined�by� the� quote� referring� to� the� �ight�
perspective�in�the��lm�Koyaanisqatsi:

From� the�outset,�Koyaanisqatsi� is�wholly� indi�erent�
to�narrative,�and�this� indi�erence�helps�to�underline�
the� e�ects� of� Reggio’s� camerawork.�As� a� point� of�
contrast�from�narrative��lmmaking,�Alfred�Hitchcock’s�
camera�is�demonstrative,�helping�to�tell�a��lm’s�story.�
There�are�moments�when�Hitchcock’s�camera�seems�
to�insist�‘Hey!�Make�sure�you�see�and�remember�this!’�
as�in�Psycho�when�the�camera�moves�in�on�Marion’s�
motel� room� nightstand,� where� she� has� folded� a�
newspaper� over� stolen� money.� Godfrey� Reggio’s�
camera,�on�the�other�hand,�is�unnervingly�impassive.�
It� stares� at� city� tra�c� for� twenty-four� hours�without�
blinking.�And�when� it�moves,� it�moves� not� to� point�
something�out� to� viewers� but� to� intensify� its� stare.’�
(Varner�2017,�5)

Surprisingly,�however,�the�drone�perspective�turned�
out� to� be� useful� during� editing,� especially� for� spatial�
orientation�(or�only�the�feeling�of�it)�in�combination�with�
the�dog’s�shaky�and�disorienting�perspective.

Our� experience� with� �lming� with� a� smartphone�
camera� showed� that� the� images� it� produced�
did� not� contain� any� signi�ers� to� show� they� are�
smartphone-captured�images�per�se,�and�at�times�could�
�R��H�H��EH���V���J��V�H��IURP���H�V�R���HU�PR���H��
professional� camera� if� there� were� no� clear� signs� of�
its� use� by� a� non-professional� operator,� such� as� the�
sound�of�breathing� into� its�microphone,�a�mistakenly�
placed� thumb� in� the�picture,� an�unusual� framing� like�
cut-o��heads�or�limbs,�or�the�use�of�smartphone-typical�
characteristics� in� post-production� (own� aspect� ratio,�
record� icon,� time� insertion).� Therefore,� to� create�
the� feeling� of� a� di�erent� perspective� during� editing,�
the� pictures� had� to� have� those� clear� signs� of� a�
nonprofessional� videographer:� ‘...the� image� takes� on�
a�distinctly�haptic�and�embodied�quality,�emphasising�
a�sense�of�physical�presence� that�generates�a�tactile�
proximity� between� the� viewer� and� the� video� image’�
(Cati�2019�cites�Marks,�6).

However,� the� lack� of� narrative� intention�was�often�
too�great�for�the�footage�to�be�of�use.�For�example,�our�
dog�trainer�often��lmed�nothing�but�the�lawn�when�he�
couldn’t�watch�what�he�was�framing.�The�material�had�
to�meet� two�standards� for� it� to�be�useable� in�our��lm�
as�a�distinguishable�smartphone-camera�perspective:�
A� sense� of� narrative� intention� (�lming� the� action)�
and� at� the� same� time��lming� it� a� little� bit� clumsily� to�
distinguish� it� as� a� phone-camera-perspective� �lmed�
by� a� non-professional.� Although� these� signs� of�
non-professional� or� random� �lming� were� made� by�
chance,�the�editors�had�to�make�very�careful�choices�
to�pick�the�shots�that�met�both�of�these�standards.

The�similar�height�of�the�smartphone�camera�image�
to� the� shoulder� mounted� camera� images� probably�
contributed�to�this.�So�if�we�switched�to�the�smart�phone�
perspective� in� the� editing,� and� there� was� no� clear�
signi�er�of� the�smartphone�or�how� it’s�unprofessional�
operator�was�handling�it,�it�was�only�an�experience�like�
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an� unmotivated,� sudden� shift� of� the� classic� camera�
team�as� if� they�would�have� jumped�over� to��lm�from�
a� di�erent� angle.� This� adds� up� to� the� conclusion�
that� a� change� of� camera-perspective� can� only� be�
experienced� as� contributing� to� a� multi-perspectival�
dynamic,� if� the�change� is�also� clearly�distinguishable�
on�the�narrative�level.

In� terms� of� perspectivation,� sound� also� plays� a�
crucial� role.� A� shifting� perspective� can� be� clearly�
stressed� or� suppressed� by� sound.� A� change� in� the�
perspective�of�the�image�without�a�concurrent�change�
in� the�perspective�of� the�sound� is�confusing.�Without�
being�aurally� situated,� the� narrative� loses� coherence�
as�the�camera�appears�to�jump.�

4.3�Conclusion
On� the� one�hand,�our� practical� comparative� study�

has�clearly�shown�that�multi-perspective��lmmaking�can�
only�be�read�as�multi-perspectival�if�it�is�encompassed�
by� a� clear� narrative� delineation.� Moreover,� images�
captured�by� the�additional�multi-perspective�cameras�
cannot� be� used� to� tell� a� story� on� their� own,� if� only�
because� the� spatial� orientation� does� not� work� with�
the�non-directed,� random�camera�points�of�view.�For�
both� narration� and� edition� continuity,� we� remained�
dependent� on� the� shoulder� mounted� camera.� The�
multi-perspective� in� its� purest� form,� without� any�
narrative� intention,� abandons� an� author’s� stance.�
But� in� documentary� �lm,� the� narrative� perspective�
of� the�author� is�an� important� instrument� for�ensuring�
transparency�and�thus�establishing�authenticity.
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