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ABSTRACT

The documentary film has had a long history as an influential communications tool with
the ability to effect social change. Its inherent claims to representing the truth provide a
foundation of credibility that the filmmaker usesréorm and persuade their audience with a
goal of causing them to take action that ideally leads to social change.

This goal has been seen to be achieved when the documentary film employs certain
methods and technologies. My research questiomshese: What methods and technologies are
PRVW HIIHFWLYH LQ EROVWHULQJ WKH GRFXPHQWDU\ ILOPTV
and emerging methods and technologies extend that ability? How can the documentary film be
remediated to incorpate these attributes and would this new project experience some measure
of success in effecting social change when tested in the field?

These questions are answered through an investigation of various disciplines of study.
The history of the dcumentary film as an instrument of social change is examined from its
origins to the present day. This examination also identifies those methods and technologies that
KDYH DGYDQFHG WKH GRFXPHQWDU\YVY DELOLW\ WeBhVHUYH D\
filmmaker and changemaker. Focussed investigations into the theory and practice of the
documentary film yield specific approaches and techniques that prove to be most successful,
such as the Participatory Mode, Ecocinema and Semiotic Storytellinglultibnear and the
Database Documentary, and the distinct digital affordances provided by Geomedia.

Once identified and explained, the most effective theories and practices are combined in
an altogether new and remediated documentary forergéladoc. The gealoc is a term | have
applied to a structure of the documentary film that is a multilinear, interactive, database
documentary film project presented on a platform of a Geographic Information System map. The
project was made specificallgifan audience of changemakers with the general public in mind
as a secondary audience. In collaboration with the changemaker, content and interface
VXJIJHVWLRQV DUH PDGH WR WKH ILOPPDNHU WR DXJPHQW Wk
communications tool.
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Introduction

Figure 1

Act now! A familiar and effective plea in advertising, &g thame o& program of the
Crested Butte Film Festiviélis also the succinechessage angoal many people associate with
the documentary filmThetag linein their promotional postdsee Fig. ] extends the
GHVFULSWLRQ RI WKLV JRDO 3SUR PaRathér@reconedptiod @amyKDQJH W
people share about the documentary flBat not all documentary films have activist intentions
tbiographies, nature films, traveloguésr examplexyet the documentary film is often viewed
asa genre of filmprivilegedwith the innate ability to serve aspowerful and influential

communications tool, aimstrument of social chang&he ActNow program description can



easily substitute forraintroductorydefinition of the social issue documentary and its activist
intentions:® WKH SURJUDP W KspirésRirgéeks @Wwdodine educated and respond
immediately to certain films and social issues in a positive and proactive way, irsatiad and
environmental changé?!

While few would arguehis statement, it is imptant to remember that this is not the sole
purpose of the documentary. A documentary can also entertain (a mockumentary), deceive
(propaganda), and train (educational films). The investigation of this dissertation, however, will
IRFXV RQ WKH @litliyXdcengrivizaté vl influence for purpose of achieving
positive social change.

The documentary film has long been associated with social change and it has been used
as an effective and influential tool by filmmakers, activists and governmergs Biik how does
it do this? What techniques and technologies are most effective in bolstering the documentary
and its claims to trutndeffecting change”nd once identified, do these specific approaches
yield measurablémpact, the goal of social issue documentaries?

My research questions afeereforethese What methods and technologies are most
HITHFWLYH LQ EROVWHULQJ WKH GRFXPHQWDU\ ILOPYV DELOL
emerging methods and techngies extend that ability? How can the documentary film be
remediated to incorporate these attributes and would this new project experience some measure
of success in effecting social change when tested in the field?

This dissertation explores the variausthods, approaches and technologies that helped
the documentary film develop into an execreasingly effective communication tool for social
change agen@nd offers a new remediation of the genre that incorporates many of these proven

AN SE}YA U E <8 U S 3 $I'8GHRI ()&, )Y, 8012 3)45367.'89:0;28= B)4570



techniques in adkm that satisfies the aims and goals of both filmmaker and changehiaker
new way.By incorporating the most evidently successful methods, styles and digital affordances
of the Internet as well as Geographic Information System technologies, thisadisaewill
introduce thegelGRF D UHPHGLDWHG IRUP RI WKH GRFXPHQWDU\ IL¢
contribution to effecting positive social change on a global séalevell, I will investigatethe
relationship between the filmmaker and the deamaker as a strategy fmaximizing the
activist intentions of the documentary film. The binary of this relationship reveals an expedited
path to social change when tHeaagemakeansaudiencds engagedlirectly and when the
changemakecollaborates directly with the filmmaker before and during production.

The first chapter is an examination of the history of thefiation film and its emergent
form as the documentarlongbelieved to be a term coined by documentary pioneer John
Griersonin 1926(Winston, 1988Renov, 1993; Aufderheide, 2007; McLa@®12;Rose, 2014;
Druick, 2014;Nichols,2017, among many others), the term, in English, was first used in 1907
by Charles Urban in a book he published to promote his educational filleg Taé
Cinematograph in Science, Education and Matters of Stdte word, used as an adjective
before it became commonly used as a noun,firstaused in French in 1898 by Polish
filmmaker and writer% ROHVa4DZ ODWXV]HZVNL

The chapter chronicles the ddd® H QW D U\ | L O ®rsdécibl Befdidin Gaviatlaas
RSSRVHG WR ILFWLRQ ILOPYV SULPDU\ SXUSRVH DVeD IRUP RI
research of film historians Peter Morris, Gene Walz, Erica Gagnon and Paul & tloisgperiod
reveas how the early film work of James S. Freer and Richard A. Hardie were instrumental in
AN Z VP U | $BEINYH)+,-L/L/0,('L, 2" (1+-2'3,2&8-41/856.(5'7-&!8./!13,9'(0!,1:%,(0&!2%, 2! 7&(&8'25! 2%&!
5.:'8&2412%&41/&6/8&5&(2;!.82&(!,16.-:43,98/1./1-,<3,98&/;17+2!,-5.1,1)&:'5' 8,9&/;1:.16./,2&1%8&.,);!7.,/)!.8!

)18:2./51.18+()'(017.)4> !
!



WKH JRYHUQPHQW RI &4DQDGDYV SURPRWLRQDO FDPSDLJQ WR
new country. This sets the stage for the direct use by governments worldwekiercise some

measure of control over its citizer@anada took the lead in this enterprise establishingstate

film production studios regionallgs early as 1914 in Ontario (Morris, Melnyk), in 1919 in

British Columbia, (Gasher) and in 1920 in Qeely/ZronneauElder, Groulx, MacKenzie).

These early experiments in governmpndduced documentary production led to national

counterparts imhe Canadian Government Motion Picture Burgail©23 (Morris, Melnyk,

MacLane) and eventually the National FiBoard of Canada in 1939 (Druick, Williams, Evans,

Goff, Waugh,Baker,Winton).

Using the emerging documentary filmmaker as a tool of the state, the film genre and its
claims torepresenting the trutiire investigated to determine this period of discoaexy how
documentary pioneetgegan carving a new path for fildeveloping new modes of production,
new goals for its filmmakers, and new ways of engaging its audieies. methods worked
and why and on the flip side of that inquiry, what methods faihebivehy?

Chapter 2 explores these new advances by examining the numerous theories behind their
creation and practice. One of the earliest practitioners of the comnhasiegd approach to
documentary filmmakingtone in which the profiled community partieies in the storytelling
processtwasJoris lvens as far back as 1934 his seminal canon of the life and work of this
Dutchborn filmmaker,The Conscience of Cinema: The Works of Joris lvens-1989
Thomas Waugh detailsYHQV Y DFKLHY Héaphar@aehWitd sushilrig ldew Earth
(1932),Misere au Borinagg1934),The Spanish Eartfl937), andrhe 400 Million(1939).

$ NH\ LVVXH GHEDWHG E\ GRFXPHQWDU\ WKHRULVWYV LV |

WUXWK -RKQ *ULHUVRQYV IDPRXV GHILQLWLRQ RI WKH GRFXF



is contested by many scholars (WinstNichols, RenovEnright,to name just a few)They
SRLQW WR WKH ZRUG 3FUHDWLYH DV JLYLQJ OLFHQVH WR WK
in the name of arfThis theoretical investigation targets such classic documentary films as
Nanook of the Northevealing scenes thatere staged by its filmaker Robert Flaherty who
once famously defenddds actions by statinf 6 RPHWLPHYV \RX KDYH WR OLH LQ R
WUXWK” 3HDUVRQ 6LPSVRQ
Cognizant of this contentious issue, Russian filmmaker Dziga Vertov adopts amtiabsol
approach to representing the truth in his documentaries by describingskaopravda(film
truth). According talocumentary filmscholar% L O O 1 L F K Re3dhew@dHadll WrRy of
scripting, staging, acting, or-enacting (Nichols, 163)choosing instead to represent reality as
the camera captures it without any literary or theatrical strud@arspectives on this aspect of
SHUWRYTV ZRUN BcudiarSdudh 44 Safieidman\Joshuavialitsky, Annette
Michelson andPatriciaAufderheideto investigate the contribution Vertov made to 1fiation
film and his purist approach to representing the tiutftocumentary projects as an essential
strategy to effect social change.
Looking at the audience is another focushi$ thapter on documentary theory. The key
target of audience engagement for documentary flmmakers is often identified as emotion
(Plantinga, Gaines, Aufderheide, Keeling, Nichols)s largued thaff ithe film and its messages
can reach aaudience emotionally, it is likely they can then be moved to take the action the
filmmakerwants them to take. In providing context to this aim of the documentary, Michael
Renov providegour functions of the documentary filnto record, reveal, or preses; to
persuade or promote; to analyze or interrogate; to expre§sSKURXJK DQ H[DPLQDWLRQ |

WKHRULHV WKH GRFXPHQWDU\YfVY RWKHU UROHV DV D FRPPXC



5HODWHG WR WKLV LV %LOO 1L FKiBdOrwentahyKilrhRakingRr Q WKH V
Participatory Expository, Poetic, Observational, Reflexive, Performative and Interadthese
approaches, Nichols argues, yield different results in their audience engagedheften have
goals different from effecting sociahange, but the mode that seems to be used the most for this
specific goal is the participatory mode. Examples of the effective use of this mode are examined
WKURXJK WKH 1DWLR QD ONgWwiouRdiHnE ProjeginRrie €omQdhi@ hfiwh as
theFogo Films), the films of Father Albert Tessier, and the films of George Ferreira, all
documentary projects that not only involved their interview subjects in the filmmaking process,
but also engaged its audience of changemakers directly.

Is the participatorynode essential for the documentary film to achieve its activist goals
of positive social change? Is involving the interview subjects enough or should participation
extend to the changemaker before, during and after production?

A relatively new area alocumentary theory is explored in Chapter 3:-Ecema.A
term first coined by film critic Scott MacDonald in his 2004 es3&gward an EceCinema®,
ecocinema, as a sygenre of documentary, employs semiotic storytelling techniques and implicit
narratives to enhance its ability to influence audiences on environmental issues. MacDonald
VSHFLILFDOO\ DGGUHVVHV WKH XVH RI WKHVH WHFKQLTXHV L
sentiment echoed by eg@iilosophical theorist Felix Guattari almost ten yesadier. In his
essayXhaosmosis: An Ethicaesthetic Paradiglm *XDWWDUL FDOOV IRU D 3PXWDV
to understand and find solutions to environmental problems.

Scholars such a#/illoquet-Maricondi Moore Ivakhiv, andWeik von Mossneall

subscribe to this cinematic ecosophy as a more effective way of moving audiences to action than

M (8§ & §Z]e (JE*S %o % EU D }vo Z VP &Z +% odiyP }( $& & EivZu JXv (C



simply appealing to them emotionally. As examples of this technique, this chapter explores the

work of D.J. SpookySinfonia Antarctica my own 2009 ecadloc (The Antarctica Challenge: A

Global Warning, and W KH + LV W R LetokiKdn&tiQ $&xegiké After Peopleln all three

examples, the theory of ecocinema is employed. Specifically, semiotic storytelling techniques
XQGHUVFRUH H[SOLFLW QD uUlDODWY HR/QW R * FRIRIGHedRindDns? SGUHRVFHIL
scholar Adrianivakhiv. This model combines the nigeived world on the screen with the actual

world off-screen providing the audience with a more profound understanding of the

environmental issue depicted in the film and resulting in a more profound motivation to act.

It is no coincidence that the dawhexocinema coincides with the advent of digital
storytelling. The unique affordances provided within the digital domain give application to
theories like ecocinema. In Chapter 4, the revolution of the digital documentary is explored to
identify the areas which digital technology has replaced traditional documentary techniques,
approaches and practices, including audiemgagementMichael C. Nisbet and Patricia
$XIGHUKHLGH LGHQWLI\ Weublves RUFpOSeHOIZYEBI HotlyigmanHie @i
domain:

Documentaries are no longer conventionally perceived as a passive experience

intended solely for informal learning or entertainment. Instead, with ever

increasing frequency, these films are considered part of a larger effort to spark
debate, mold public opinion, shape policy, and build activist networks (Nisbet,

Aufderheide, 450).

This is achieved through a variety of digital affordances that have refined the documentary with
respect to filming, editingjistributing, exhibiting, and audien@ngagement, according to such
scholars as Lev ManovicBandra GaudenzMichael C. NisbetPatricia Aufderheideand Kate

Nash.1Q HDFK FDVH WKHUH H[LVWV VRPH PHDVXUH RI HQKDQFH

influencing augences and effecting socigthange. Haever, there are others stiilohn Corner



and Alan Rosenthal who see the digital world as a place that es@nplicates the documentary
process, providing “too many options” which result in audience disengagement. This dissertation
contendstliat this objection can be recognized and controlled in a manner that does not confuse
the audience, but rather supports its desire for a fuller understanding of the profiled issue.

In particular, this chapter examines how the digital version of the ipatticy mode
collaborationgextends its reach to audiences of the general public and those charged with
creating social change. In one examptle documentary filnThe Price We Pay the
policymakerherselfsought out the professional documentary filmmaker to create a film that told
the story ofoff-shore tax evasioto usethefilm as a communications tool to introduce new
legislationto stop the practice. In another example, a comparison is made betwaehdsds
successful attempt at community filmmakiagademically known abhe Fogo Processts
digital counterpart, the films of George Ferreaee also examined. They wetesigned to
provide visible evidence to the federal government of Canada @citbnomic plight of the
aboriginalKeewaytinookOkimakanakcommunities in Northwestern Ontaribhese films also
revealthe extended positive results yielded by the digital affordanessl costsaving measures
- of live streaming.

This leads to a disesion @ the collaborative documentarylany of the same techniques
and approaches are employed in the creation of these films, but the collaborative opportunities
afforded by the digital domain make this process more demaocratic, often involving filmmaker,
interview subject, changemaker and public audience simultaneously. While Kate Nash believes
there is no concrete evidence “between interactivity and audience empowermdioh Dovey
argues that the two work together as essential elements in a dynammuethbary ecology. He

illustrates this relationship bgategorizingkey components in the digital documentary:



Affiliation, Expression, Collaborative Problesolving, and CirculationsLhis creative
ecosystem may be attractive and even effective to so@agehfilmmakers, but in iisfancy,
some problemsxist as film theorist Sandra Gaudenzi suggests in her esisay Experience
Versus Author Experience

One could make a case that it is just a question of time, and that changing

workflows inteams and institutions is a slow process. One could also point out

that interviewing users and testing prototypes does involve a cost, and that small
productions cannot afford the process. To these two valid explanations | would
like to add a third one: &t for many documentary makers there is resistance to the

idea of testing their work. (GaudenZ)ser Experiencég 124)

One of the examples of a successful digital documentary project is the 200®:fthn
Silence, made by Olivia Klauss. Collaboratidgrectly withaudiences of the state as well as
prisoners convicted of murdering their domestic abusers, Klaus was successfpenire
investigations and in one case, having the sentencetwverd and the prisoner released. The
connection to the fih as the instrument of this change was attributed directly by Governor Jerry
Brown of California. Even the bills that were passed into law bore the name of thé&/di$in
by Silence Bills.

This is a clear example of a direct connection to a documeidiitargind its ability to
influence the changemaker, but these cases arel@mséeer the documentary film in the
direction of creating social change and to prodaeeasurement of success when it does occur,
the digital domain has given rise to sever@aches, programand technologies designed to
achieve social change and identify when it does.

2UJDQL]DWLRQV VXFK DV % 5D&digated iKHR \rpadt BIAIRI LV 3

the Art of Impact” provide filmmakes with a set of digital toolto assisin their social justie
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filmmaking. This section of Chapter 4 focusses on such tod®a$extHarvis, Media Cloud
andOvee all designed to engage and measure audience action and reaction.

Conceptually, one of the biggest changes irdigéal revolution of the documentary
film is the way it can now be made and presented. Entirely new methods of production,
disseminatiopand exhibition have chand¢he essence of the documentary and Chapter 5
focusses on this. Extending the theory @&f plarticipatory mode and the collaborative,
communitybased filmmaking process, the multilinear documentary offers a single platform
expressing the viewpoints of many voices on a single issue. Theoretically, it is a democratized
approach to the social issadocumentary and while some flaws eXistrgue thathe overall
contribution toinfluencing the changemaker is heightened by providing multiple voices,
perspectives, and narratives which collectively yield a fuller understanding of the social issue to
the changemaker.

Just as ecocinema places emphasis on the relation between the world depicted on the
screen and the actual world off the screen, multilinear theory stresses the importance of inter
relationality between its film fragments. New media schotahsan Miles,David Bordwel| and
Kristin Thompsorall agree that the multilinear documentary works only when the individual
film componentgelateto each other. One of the finstultilinear experiments, the Korsaw
System(a software enabling the filmaker to create projects with multiple film fragments
presented simultaneous|yjas beenriticized by scholars such as Siobhan O’Flynn for failing to
do this making the overall viewing experierita or static The absence @ffixed editorial
structure she argues, results in an audience with no emotional engagement.

This is valid criticism, but one that can be avoided by employing more of the affordances

of the web and by ensuring the film fragments contained within the project maintain relationality



to each other, as Miles argues. In addition to content breeding context, additional information, or
metadata, can be provided to assist in making the film units relate to each other. One of the
platforms that can provide this structure is the GeographicrivEtion System (GIS) map. In

this chapter GIS scholars suchlZavid J. Bodenhamer, John Corrigan and Trevor M. Harris

argue that additional perspectives such as time and space, are afforded by GIS platforms thereby
providing the relationality that thelfhn component®f a multilinear documentary project require:
“Within a GIS users can discover relationships that make a complex world more immediately
understandable by visually detecting spatial (and temporal) patterns that remain hidden in texts”
(Bodenhamer et al, viirrom what we learn in Chapter 3 about ecocinema, this semiotic
affordance of GIS provides a complementary construct that lends itself well to an environmental
documentary project on a global scale.

To this end, | have created a gesaiia project incorporating the proven techniques,
approaches, theories, structures, and concepts of the documentary film examined in the previous
chapters and incorporated them in a GIS platfomthe global environmental issue of climate
change The progct is called th&outh Climate Repo(lYCR) and it was designed using a new
GIS technology created by Google called Fusion Tables. The project is a multilinear, interactive,
database documentary film projectiaternationaklimate changeesearclcreatel
collaboratively with the global communities of youth, science, and the environmental
policymakers of the United Nationi.incorporates the dimensions of both time and space as
well as metadata such as written texts, 3@6gree photography, and webkinto provide the
relationalcontext required by multilinear projects and to engage audiences on a variety of levels

of understanding.
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The project is detailed and examined critically in the final chapter of this dissertation. As
acase study, it builds ainose aspects of the social issue documentary that have proven to yield
successful change in the preceding chapters. To test the success of this approach, the YCR
project was introduced to the United Nations as a new data delivery system for delegates
attending COP21, the framework convention on climate change held in Paris in 2015.
Engagement with the prototype was encouraging and following the addition of more films, as
requested by the UN delegates, the project was officially adopted by the UN uAdécies6
mandate for education and outreach at the 2016 climate summit in Marrakech, Morocco.

, FDOO WKLY UHPHGLDWHG IRGFPFRDQRFXWV HNQWI Uk DAXK B H J»
present any social issue, not just environmental ones, in collaboratioamditdirectly to the
changemaker. The getoc has the capacity to expedite the prooéssfecting social changey
providing a fuller understanding of the issoehe changemakevith metadata and by
providing a voice othose impacted by thesue,so they mayspeak directly to powelt can also
be directly and immediately sent to the changemakers by way of atialcinema, television or
video player is required, just a compubereven a simple mobile device

There is still room for improvemerithe geedoc could also benefit from other digital
affordances such as a lreamcomponentso audiences can see the area or the people profiled
in the documentary project at any time. Filmmakers will also be remediated as their role as
auteur changes toare of a curator. In addition to collecting film units made by other
filmmakers to populate a GIS map, the g filmmaker will also be collecting written reports,
photographs, webnks, and otheuploadabledata to enhance each film unit and in so doing, the

overall project as well.
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This new platform for the documentary may never be screened at the Crested Butte Film
Festival EXW LW PD\ YHU\ ZHOO DXJPHQW IW K H Q&R X PBEQGALBD\M M V

1RZ"
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Chapter 1: Farming the Tools of Persuasion

Figure 1
Arrival of a Train at La Ciotat Statiqril895.

1.1 Introduction:

ConfuciusRQFH D P R XStudy\thé pdstf you would define the future(Ztiang,
Baker, 24) Following this advice,tis chapter explorgthe history of film to trace thpaththat
led to the genre of documentary from its raw origins asfiotion. This important first step
provides the foundation einderstandingnow the documentary film came to speak to power as an
influential tool of social change, a foundation that filmmakers and related stakeholders continue
to build on with new technologies, new modes of storytelling and new platforms of exhibition.
This alsoprovides a foundation that new media theorists expand on to develop new approaches

that subsequent chapters will examifs.the history of film and the documentary is extensive,
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this chapter will only focus on those yeféitse late 19 century to the mic0" century)and
events that were formative in terms of how 1fimtion film developedn Canadasthe social

issue documentagnd as an effective and influential communications. tool

As a form of entertainment, the moving picture was an enhancement of photography, a
technique that attracted many to its unique ability to capture reathin asingleframe of film.
It can be argued thateé photograph itself was an enhancemasivel, of the paintingvhose
ambitions weré‘the expression of spiritual reality wherein the symbol transcended its model” and
to “duplicate the world outside”, according to Andre Bazin in his essay “The Ontology of the
Photographic Imagg(Bazin, 49). But neither the painting nor the photograph exhibited the

power that film grew to yield in influencing thosepositions oimplementingsocial change.

The dimension of movement to captured moments of reality demonstrated a deeper
engagement with vieweend one that provokesmotionalresponseamong its viewersThe
discovery of this ability was in large part unintentiorsfen accidentalut once recognized,
control over the film content to control audiermdiefs andbehavioutbecame a focus of

governmentseducatorssocial change activistandprofiteers alike.
1.2 The Early Years:

In the nineteenthemtury, he art and science photographyopened a door tthe
emergence of many nesxperimental inventions to capture realityp@smanent memory images
that would eventually lead to the birth of the genre of lemmnow know as the documentary, but

its aesthetic origins can be traced back even further.

The “Magic Lantern”, developed in the 16505 was a crude projector of imagesngsa

lens to enlarge pictures and simple candlelight to illuminate them. The candle was replaced by the



Argand lamp in the 1790s followed by the invention of the Drummond lginbre commonly
NQRZQ DV 3CGhdheanaddagthe brighess of the pijectedimages(Waddington, Xiit

xv). This technology primarily served the purpose of entertainment during thigeb4@eriod.

In 1823, French painter Louis Jacques MandZ Daguerre was responsible for two
inventions that advanced the emergence of the meiiure: the diorama (an early cinema) and
the selfnamed daguerreotype (a photographic process). By using a camera obscura, scenes
viewed by the device would be captured on a siplated copper plate and projected in
panoramic fashion against a wai.1839, this photographic process was perfected and

introduced in Paris heralding the birth of photografdyDaguerreotype of Daguerrg”

For the first time, images FUHD @DW\RSSRVHG WR DUWLVWMW] LQWHU S
were being preservethd presented for mass consumption. Using thegected photographs
other inventors soon developed rudimentary moving pictures. Revolving drums, with a series of
photographs taken in quick succession placed within them, would give the illusion of motion to
the observer. These were developed by Simon von Stag3tfebosope) in Austria,Joseph
Plateau (Phenakistoscope) in Belgium &viti am Horner(Zoetrope) in Britairn("History of Film

Technology®s

The firstmotion picture photographed in real tinwvas created in the United States in
1878 by British photogrdyer Eadward Muybridgeto determine whether a galloping horse
named Sallie Gardner ever had all four feet off the ground at the sam&é&wezal cameras were
set up to capture this motioBach camera shutter was triggered by a thread as the horse passed
and eaclexposure was made amly onethousandth of a secoii@legg, 129) The significance
of this is that the goal of creating moving pictures was to demonstrate a reality invisible to the

human eye. The mechanical eye was considered more trustwordpraésenting the truth, an



inherent ability that many have attributed to fimtion film +a claim this dissertation will

examine more closely in subsequent chapters.
1.3 1895 to 1903:

Other inventors refined this technique, but it was Auguste and Louis Lumisre who
introduced the world to their specific new technology of moving pictures at a public exhibition in
Paris at the Salon Indien du Grand CafZ on December 28, sf88%casing teshort films of
aboutfifty seconds each in duratighes Films Lumierg. These early films includedarrivZe
d'un train en gare de La Ciotéarrival of a Train at La Ciotat StatigrandLa Sortie des Usines

Lumiere ~ Lyon (Workers Leaving theumiere Factory in Lyoh

One of the first film reviews outside of France came from Russian writer Maxim Gorky in
1896. In reviewing th&umiere films, his critique focuses more on the stylghafilm, rather

than its content, describing the viewing experience as watching a pale imitation of real life:

Their smiles are lifeless, even though their movements are full of living energy
and are so swift as to be almost imperceptible. Their laughtesuisdiess
although you see the muscles contracting in their grey faces. Before you a life
IS surging, a life deprived of words and shorn of the living spectrum of colours
-- the grey, the soueks, the bleak and dismal lif#lacdonald Cousing 13).

Othernewspaper reports of theimiere screenings of 1895 also addressed the technology

more than the content of the films. The Parisian newspapB&adicalwrote:

Already, words are collected and reproduced; now life is collected and
reproduced. We can, fok@mple, see our dear ones again laftgr they would
be lost to ugMatsuda 172)

The two reviews are significant in that they represent both sides of the debate between

whether or nbdocumentary film depicts the truth: KLOH *RUN\ DGPLWV WR ZLWQHYV



SHRSOH SUHVHQWHG LQ WKH ILOPV KH \GHHD/FF'U LAEMHAVN WED W KOH

FRPSRQHQWY ZH WDNH IRU JUDQWHG LQ SUHDOtOdrthdha FROR X!

static photograpbut still less true than reality itself. The description in the repdraiRadica)

on the other hand, heraldsth FDSWXUHG 3OLIH® H[WHQGLQJ LW EH\RQG W

WKH ILOP DWWULEXWLQJ D S WUXWK”™ WR WKH LPDJHV WKDW Z

witnessing these filmed lives.

Often FRQVLGHUHG WKH ZRUOG Y Vs bLigpvesentng FeAliyhh&éddod LHV L

fictive stories, the.umiere % URWKHUV XVHG WKH WHUP 3$FWikdOLWpV’

catalogues of their films ¥ § K L V WRitré) HThesenonfiction films were not yet
documentarieaswe have come to know the genrewever, while early audiences were very

likely convinced that the workers leaving the Lumisre Factory were some of the finest dressed
factory workers in France at the time, n@v know this is not true from some of the other

versions of this film. There are at least three versibmstakes +of this scene. The first one is the
closest one to depictirttpe probableeality of the timeas the workers are seen to be wearing
clothing more typical with working in a factory. The other two versions show the workers dressed

in fancy finery 3 Lumisre” . 1

Perhaps the first instance of mistroéthe nonfiction film, questions about the
authenticityof the content of documentariaesenow when we see certain aspects altered to
create different meaning: were the weessed factory workers wealthy, happy and not working
in a messy environméas presented inne take or were they the blaellar laborers wearing
work clothes as presented in another take? Each version tells a different story about working

"19%9%!&'())!*)(+,-.+!4b Sortie des Usines Lumiére & Lyon 01.12)!/-3.4!-.15-3632)!1&!&',+1%,.78!
I"'#$%&&'()")*+,&-./,0123456 9

DV



conditions at the factory and about themiere brothers as employers; which one représéme

SWUXWK”™™"

While shining a light on the employees of thamiere factory,the working class was
given a faceo all of France and the world. This promising new technology began to demonstrate
its utility as a democratisingeviceengaging and illumirtang the working class while
simultaneously entertaining all class€his early association with elevating the common ran
or at least not excluding hint and making powerful new technology available to @divedthe
way for film as a new medium to prwte positivesocial chage. This goal runs consistently
WKURXJKRXW WKH GRFXPHQWDU\ ILOPYV G fohHOaRISESPHQW GHYV ¢

commissionersexhibitors and producers.

This egalitarian shift ithe art world oWestern civilizatiorat this timewas not lost on the
Lumiere Brothers when theghose to showcase their workiotass employees ione of their first
films. At the same time, thealsochose to film aother form of democratising the classes, the
train, a mode of transportation for at afim WKDW GHPRQVWUDWHG ILOPYV VXE'

move audiences emotionally'ArrivZe d'un train en gare de la Ciotétee Fig. ).

Whenthe Lumiere Brotherschose to film a trairthey created aexperiencehat moved
an audience like never befofehas been reported thitipse watching this film for the first time
JUHZ LQFUHDVLQJO\ DIJLWDWHG ZKHQ WKH\ VDZ WKH FLQHPDYV
Ciotat StationThe extreme reactia this early film provides evidence of the power of film to
move audiencesmotionally, an attribute necessary to move viewers to action and cause social

change in the years to come which we will investigate more deeply later.



TheLumiere films had a trenendous influence in developing an emerging documentary
film industry. Moreover, their particular content seemed to inspire one Canadian documentary
SLRQHHU LQ SDUWLFXODU DQG ODXQFK D MRXudfgil\ WKDW ZR>
studiq a development that represents one of the first applications of the documentary film as an

instrument of social change

1.4 Canada, 1897:

Two years after the historlacumiere screenings of 1895, a former British journalistn
in Woodstock OxfordshireJanuary 4, 18550wa Canadian farmer living iBrandon Hills,
Manitoba,James Simmon UHHU ERXJKW KLPVHOI RQH RI (GLVRQTV ILO|
3&DQDGDTV ILU{Watris leaR oD\ Hibténtionally, Free'SURGXFHG &DQDGDTV
documentaryilms when he filmed his farm and the local train passing by. One of his first films
was titledA4rrival of CPR Express at Winnipeg (1897) Not only was the title almost identical to
theLumisre % U R WAKrHd)of & Train at the Ciotat Station, but so vas the content, almost
frameby-frame, as the short film depicted a train in the distance approaching the camera and its
filmed audiencean spectacular cinematic fashidhis not known how long this film was, but one

Canadian film historiarizene Walz, believes ittolh *QRW ORQJHU WWBR3WZR PLQX)

Around the same time, anothadividual was promoting localtproduced films in a tour
across Canadd KDW FDVWV GRXEW RQ ORUULVY FODLP WKDW )UHHL
Richard A. Harde GHVFULEHG DV D 3VKRZPDQ ™ EV*HREHUREWWRULDQ 3
nationalism to produce Manitoba booster films, intended to promote immigration from the United
.LQJGRP” O0R Muddre goes on to detail a Canadian tour of locally produced films
managed by Hardie and competing showMélliam McCarthyin May, 1897 (Moore, 84%ix

PRQWKYVY EHIRUH JUHHUYV WRXU LQ WKH 8.



In a period representing about five ye@r897 to 1902), Freer produced numerous-non
fiction films showcasing Canada. The film titles includadival of CPR Express at Winnipeg;
Pacific and Atlantic Mail Trains; Harnessing the Virgin Prairie; Canadian Continental Jubilee;
Premier Greenway Stoolg Grain; Six Binders at Work in Hundred Acre Wheatfield; Typical
Stooking Scene; Harvesting Scene with Trains Passing By; Cyclone Thresher at Work; Coming
WKURY @Wi{rkidépitting children playing in the hayire Boys on the Warpattanadian
Militia Charging Fortified Wall(Morris, 30) Unfortunately,none of Freer’s films have survived
(Frank, 26) Were these the same films with which Hardie and McCarthy toured Canada and if
they were, who made them, Hardie, McCarthy or Fré&etés of these praJK tour films are not
available, but descriptions of them aféhe Winnipeg and Brandon fire brigades racing down city
streets, sidewalk crowds, trains racing toward the camera, and plenty of wheat being harvested
(Moore, 85). Infact, Moore believes “these are the same films Freer brought to England” and
surmises that “(a)lthough Freer has long been assumedithemaker, he did not travel abrda
until December 1897, months after the films had already been exhibited acrossries Pra

(Moore, 85).

As evidentin some of the titles, Freer’s work became more and more linked to
government commissions rather than the arbitrary subjects of farm and family afforded to a truly
independent artist. He was becoming a pawn of the state gamduid soon be used by the

federal government for the purpose of promoting immigration overseas.

Collectively, these films were known as Freer’s Ten Years in Manitobim series
(Morris, 30).His promotional expedition representibe first onlocation $ioa for a Canadian
filmmaker as henade the filmsCanadian Contingent at the JubilaedChanging Guards at St.

James Palacw/hile touring EnglandMorris, 30)



Taking his films throughout England with the
financial support of one of the stars of his films, the
Canadian Pacific Railway (CPR), significant interest in
moving to Canada was produced because his films
showed “the value of agricultural pursuits in Canada”
(Walz, 3). That value was identified as rich, fertile soil
and “large free grants of land” (Walz, 1 and 9) that the
Canadian government was offering to immigrants at the

turn of the century.

This tour represented the first partnership in a
film project between filmmaker (Freer) and the corporate
sector (CPR). Each participant had a goal to achieve with

this tour: Freer would advance his skills as a journalist
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Poster advertising the first public
screenings of Canadian filmsy
James S. Freer.

with this new technology of filmmaking, as well as return home to friends and family as a

Canadian film pioneer; and the CPR, a great believer in modern promotional methods at the time,

would use the filmmaker and his films as promotional tools in its land settlement policies and to

attract customers (Morris, 30). The anticipation of Freer’s screenings in England was high.

Printed flyers were posted throughout London advertising the historic event in cinema history (see

Fig. 2). The significance of this enthusiasm shows the credibility given to Freer and the

excitement for moving pictures before his films were even shown.

Freer’s UK screenings to friends and family and the general public were a great success.

Perhaps the first film review of a Canadian film came from the London Daily Mailreporting on

Freer’s screenings. The newspaper described Freer’s films as a “capital series of cinematograph



SLFWXUHYV Eagtkrh Odily Rf¢sslGHVFULEHG WKHP DV 3SUHSURGXFLQJ LQ
FRQGLWLRQV RI OLIH LQ WKH )DU :HVW IURP WKH LQWHULRU
attractive family residence WKk WKH IDPLO\ DV V(M&rEs(C3682). Rethdps ithe most

telling of the media coverage his films received in England was how the motion pictures were
GHVFULEHG DV DQ {Mdtris)20DNW4 iRd@atesItheQiist time the filmmaker was

acknowledged not as an artist, but as a public seraribol- of the state.

6LQFH )UHHU ZDV &D QD Gi£afs¥matkedaw of the EaRyDnibvants W
the history ofCanadian notfiction films wereseen to serva purpose other than erteanment.
7TKHVH /RQGRQ QHZVSDSHUV VDZ )UHHUYV ILOPV DV SURPRWL
Although not originally intended as such, they did, in fact, serve that purpose in tfidand,
30).James Freer started out as an artist or perhaps emreately, as a journalist, documenting
his observations with a motion picture camiesdead of a pencil and papdihe government of
Canada was now using his filmed repottsnd Freer himseltfor the purposes of immigration
propagandaPerhapselievingthey werepursuingthe altruistic goal of sermg the public good,
the Canadian governmengs intent on attracting immigrants to fulfill its own need for

population expansion to protect the Canadian border against American incursion.

The successRI WKLV WRXU GLG QRW JR XQQRWLFHG E\ WKH
neighbour and friend, Clifford Sifton, federal Minister of the Interior at the time, enthusiastically
WKUHZ WKH ZHLJKW RI WKH IHGHUDO JRYHUQP&IQYWr thkeHKLQG
purpose of stimulating immigration to Canada. Furthermore, Sifton also reached out to Ukrainians

during this time attracting 170,000 immigrants to the Prairie provi{@agnon, 2015)

Sifton had close ties to the Canadian business commanitlyhe attempted to apply
new technique§.e. film) of business promotion, management, and advertising to the
task of attracting settlerksthe department enjoyed its greatest success in Continental



Europe, where immigrants streamed from the farming regibReland, the Ukram,
Germany, and Austrislungary mmigrant Voice€ .

,W LV QRW NQRZQ LI 6LIWRQ XVHG )UHHUTfV ILOPV DV SUREF
he was using them for his British immigration campaign at the same time, it ig lkghy that he
used them to promote Ukrainian immigration as well between 1898 and@866on, 2015)The

Toronto Ukrainian Genealogy Group offers this:

$OWKRXJIJK HLIKW\ SHUFHQW RI WKH 8NUDLQHYY ODQG ZD\
S8NUDLQLDQV WKDW ODQGHG RQ &DBQMx®DMweryfromUHY GXULQ.
the western portion, then under Austrian rule. The first immigration consisted almost
ertirely of landhungry peasants from the provinces of Galicia and Bukovina.

Ykrainians’

Denied any opportunities to improvieir lot in their homeland, these immigramsre
attracted to Canada by its policy of granting virtually freedtaor "homesteads” to settlers

Ykrainians” . This was the same promise made by Freer to his UK audiences.

At this time, the population of Canada was five million. Between 1897 and it9bdagh
WKH FRPELQHG HIIRUWV RI )UHHUYV ILOPV WKH &35 DQG WKFE
immigrants came to Canada in thigenty-year periodlt is believed by historian Peter Morris
that ) UHHUTV ILOPV SO D\H@precddéhted)predd-bf p€@siasioiiNorris, 33)

*HRUJH OHOQ\N HFKRHV WKLV LQ KLV DQDO\VLV RI WKH FRQW

JUHHUYV ILOPV EHFDPH SDUW RI WKH &DQDGLDQ 3DFI
&DQDGLDQ JRYHUQPHQWTTV SXVK WR D#WUDFW VHWWO
had only a population of five million. As a result of this intense drive for

settlers, the population ireaised by another three milligiMelnyk, 15)

According to historian James H. GralgetCanadian government severely underestimated

its own promotbnal efforts which included film for the first tim&he huge wave of immigration



DUULYHG DW D ODQG ZKHUH QRW D VLQJOHyteRepa/forX FWLYH
WKHLU @tay) 15y Th@Ukrainian andBritish people who swarmed and settled in Western

Canada providedignificant HYLGHQFH RI1 ILOPYV DELOLW\ WR EULQJ DERX
UHSUHVHQWHG WKH ILUVW FDVH RI D FRXQWU\TV JRYHUQPHQ

a partnersiu that would come to define Canadian cinema in the years to come.

As previously indicated, this early partnership between filmmaker and government also
LQFOXGHG D FRUSRUDWH SDUWQHU WKH &35 (DFK SDUW\ EH
was encaraged by the Canadian government and the CPR to make more films and the
government even sponsored a return tour of England. The government achieved its goal of
increasing immigration to Canada. The CPR also achieved its goal of increasing patronage as
evidenced by its commissions of other filmmakers to shoot films of Canada for further

promotional campaigns the years that followe(Morris, 32)

Before the governments of Canada became committed to the film industry, the
documentary thrived with a partnérlK LS ZLWK WKH UDLOZD\ LQGXVWU\ )LUVYV
the early films of th&.umiere Brothers and Freer, traiagd their companiesoon began to take

on roles offcamera in Canada asobile studiosandexecutive producersespectively



1.5 Europe, 18981901

Around the same time in Europe, other experiments witkfistion film were proving to

yield similar results in affecting social chandée lessons filmed of medical practices in 1898 in

Romaniaand in Paris in 189@&ere used to
extend the reach to stuats, much like
online courses do todayhey were also
used to demonstrate surgeries in close
detail to students who could not otherwise

witness the procedure in conventional

operation theatre3his early precedent of

Figure 3 using documentary film in this manner

Surgeon/filmmakeGheorghe Marinescu, circa
1898, Romania. One of the first scientists to
film for educational purposes.

found in the work of Eugené&.ouis Doyen,

(France, 1899) and Gheorghe Marinescu,

(Romania, 1898 to 190%ee Fig.3). Both documented medical procedures for the scientific
community.One ofMarinescu’s most widely distributedilms wascalledWalking Troubles of

Organic Hemiplegy1898).These medical instructional filmgere not intended to affect policy

at the time, nor were they intended for the public at large, but they do represent the first attempts
to document scientific data on film ftne purpose of education. The success of these early
cinematic experiments led to an increase in educational reach for the medical community. It might
be argued that as an indirect consequence, these films resulted in a positive social change by
enhancingeducational practice for surgeons. Marinescu wrote thabibef film is “to

complement and even replace...the descriptive exposition of phenomena by more rigorous, more

exact analysis, whh consists of (film) recordifigBarboi et al, 2004)As we wil see in



subsequent chapters, the factaahd perceived truthfulnessof both the medium of nefiction
film and science made for a powerful, if not obvious, union, a union that both the public and

government policymakers trusted in providing visibleeucefor the mdding of social change.

In England an American entrepreneur named Charles Urban was building a studio
business for nofiiction film by producing and selling films that followed the lead of Marinescu
and Doyen in capturing medigatocedures and other scientific data such as microscopic images
in the educational and archival service to science. He also saw the power and the value of the
cinematic technology as a communication tool for the state, specifically promoting its use for

military applicationgUrban, 35).

1.6 Canada, 1902

Corporate interest in documentary flmmaking was growing very quickyanadaAfter
VSRQVRULQJ )UHHUYV RULJLQDO ILOPV DQG WRXUV OLNH WK
Freer, now a father of giit, abandoned film production after a less than successfohdour of
England, so the CPR turnedioban WR PDNH ILOPV WKDW ZRXOG SURPRWH \
%HVW :HVW" 7KH UDLOZD\YfV LQYROYHPHQW SURMYYWWI@&NWR EH D

film production(Morris, 33) The film series, known dsiving Canadafeatured work by one of



the most prominent camera operators of the day, Joe Rosenthal,
perhaps best known for capturing the first battlefield footage
when he filmed the Boer War in 1899. Dispatched by Urban to
lead a team of camera operators WKURXJK &DQDGD
CPR film series showcased the expansive breadth of the nation to
those already living in Canada as well as those considering
moving there. The CPR also served as a film studio on wheels,

providing funding, infrastructure, transport and even equipment to

&DQDGDYV JURZLQImmBBE XQLW\ RI |

So successful was this new method of promotion for the
railway that they supported further advertising campaigns
overseas through colourful print advertisements in newspapers,
magazines and posters (see Fig.4). Building a transcontinental
railway was an expensive enterprise for the CPR, so the railway
executives had to explore every option of advertising and

promotion to generate revenue. To this end, they developed

m \wm W A ‘“}H ’ -
The Grand ‘
& Transconfinental

HIGHWAY
s from the

1\ /1 TO WINNIPEG
MANITOBAS

BOUNDLESS

Figure 4

Canadian Pacific
Railway advertisement
promoting immigration

strategic partnerships and employed every promotional tool available to them at the time,

including film, according to film historian Greg Eamon:

The CPR in cooperation with the federal and provincial governments and with the
Hudson's Bay Company, developed plans to encourage immigration and settlement
to western Canada and the development of agriculture, mining and forestry. In
order to meet these objectives the CPR developed an extensive system of
promotion which included the use of still photographs, illustrated lectures (films)

and testimonial pamphlets. (Eamon, 14)




Not to be outdone, other railway comparsesngot into the act. The Canadian Northern
Railway Company (CNRC) hired Urban under their own contract in 1909 to make films that
ZRXOG 3L Q G X Rhé right WihdiaGekhigratteRrom (Britain) (Morris, 37) Also jumping on
the bandwagon was yet another railway, the Grand Trunk Railway Company, who hired British
filmmakers Frank Butcher and E.L. Lauste to travel their railroads and make films that would
VKRZFDVH WKH 3ILQH V S6IFLFPQ QOrderRibseopebil)sleddy settled in

Canadan the hope of luring more

6LPLODU WR B8UEDQTV ILOPV IRU WKH &15& WKH ILOPV PLC
such traditional Canadian scenes as Niagara Falls, harvesting, lumbering, native communities and,
naturally,thelaying of new railway trackswhen Clifford Sifton financed the films of James
JUHHU DQG KLV 8. WREKHV3RQ GWKH V& B DM, 38 NetsehQaP HQ W
message that the new communications tefdin  twas an effective influencer of the masses. As
a result, the CPR and other train companies eagerly participated as producers of new promotional

films to attract even more new customers domestieallywell as internationally.

When the CPR expanded its film production departmbist established the
GRFXPHQWDU\YVY XVH E\ WKH FRUSRUDWH VHFWRU DV D FRPP!
as a communications tool reaching large groups of pebptenore with a goal of profit than
positive social changéndirectly, these films did, in fact, result in positive social change for
Canada by providing the revenue to unite the country byTitadlir success inspired other railway

companies to use tlgmme technologin their promotional campaigns



1.7 England, 1907

In England following the success of hisving Canaddilm series,Charles Urbamegan
stockpilingfilms of a scientific, educative and militaristic nature to sell to schooisersities,
medical collegesand governmentsie also became one of the fiteeorists in nosfiction film
when n 1907, his company, the Charles Urban Trading Company, published one of the first
books detailing the process of flming nrbction for educational and state usehe

Cinematograph in Science, Education and Matters of State

BUEDQYY ERRN GHWDLOV H[WHQVLYHO\ WKH YDULRXV VFL
UHFRUGLQJV FRPPRQO\ FDOOHG WKH *FLQHPDWRJUDSK”™ DW
classroom to enhance the educational experience of the student. The bao&lades a list of
scientific subjects that the Charles Urban Trading Company had available on film for rent to

schools, manyf thesesubjects microscopic in nature.

Another section of the book documents one of the earliest publications steeringahe use
ILOP LQWR WKH KDQGV RI JRYHUQPHQW 7KH SPDWWHUV RI VV
7KH FKDSWHUV LQ WKLV VHFWLRQ RI WKH ERRN LQFOXGH 37K
7KH /IDXQFKLQJ RI :DU 9HVVHOV ™ 60LDQWXOYWH L2\6 DQISWILIREW L F D C

CinemDWRJUDSK DV D 5HREXENLQJ $IHQW'

TKURXJKRXW WKH ERRN 8UEDQ PDNHV VHYHUDO FODLPV V
DV LWV OHDGLQJ YLUWXH ILOP 8S8UEDQ VWMHWRWB&ING SUHVHC(
DV ZHOO DV DQ 3DXW R P D Wtb&n,BER Sho@iéfddistlaph ol thdserisirg film
for fictional storytelling purposeg37KH HQWHUWDLQHU KDV KLWKHUWR PRQF

purposes, but movement in more serious dikec RQV KDV EHFRPBrbARSHUDWLYH«”’



VLPLODU WR 'Kindpragdd(tirditiRti)ftdke on the same subjeeB 7KH ILOP GUDPD L\
WKH RSLXP RI WKH SHRSOH«6WREZQH VWK CEORXURMFOLR/QID ODUYH O
(Vertov, 71)t8UED QDVRLGMHKH GRFXPHQWDU\ I|IL CRativétrebttdentdR P *ULH
D F W X DGDier¥en, 1933yet at the same time, Urban promotes its use as an instrument of

social improvement, a goal shared by Grierson. Urban concludes his book with this:

3 « W KiHer8atograph has become, ngs some people imagine it to ka showman's
plaything, but a vital necessity for every barracks, ship, college, school, institute,
hospital, laboratory, academy and museum; for every traveller, explorer and missionary.
In every department of State, science and education, in fact, animated photography is of
the greatest importance, and one of the chief and coming means of imparting

N Q R Z O HUBhAahR52)

BUEDQTVY ERRN IRUPDOL]HV Ido@Runhy, Xetekentiny the Kddordird- H Q W L
of surgical opeations for training new doctotkat was pioneered by Marinescu and Doyen. It
DOVR DGGUHVVHVY WKH PHGLXPYV DELOLW\ WReWdDFK E\ SUR"®
educational purposes. Furthermdtes bookdetails the use of film for governmemirposes+
specifically military applicationstrepresenting one of the first texts identifying the state as a user

to influence those it governs.

%XW SHUKDSV RQH RI WKH ERRN fohtdtiibng W thé QiRRatydf \HW P |
film is the first EnglishODQJXDJH XVH RI WKH ZRUG 3GRFXPHQWDU\" WR
educational and informational project$ie worddocumentarjhas long been used to describe a
genre of film production characterizbg nonfiction narratives. Recently, it has been undergoing
some renovation as the documentary film is remediated in the digital domain: the database
documentary, the interactive documentargidcs), the multilinear doenentary, web docs,
among others;dwever, the first use of the word in English did not identify a type of film as a

noun, but instead described a style of film as an adjective. Its use in this seganekll as its



first appearance in film termshas been widely attributed to documentaigneer John Grierson

ZKHQ KH ILUVW XVHG LW LQ D UHYLHZ RI 5REHUW )ODKHUW\T\
a family in Samoa callefloana *ULHUVRQYV UHYLH2wRbrk\Skar ILOP LQ
February 8, 1926ncluded, in part, thisaw-famous description''Of course Moana being a

visual account of events in the daily life of a Polynesian youth anfaiily, has documentary

value' (The Moviegoer, 19265ince then, this review, written by Grierson under the pen name

837KH ORYLHJRHU® KDV EHHQ SRLQWHG WR E\ PDQ\ WR EH WKF
used in film terms in English often crediting Grierson with coining the {gvimston, 1988

Renov,1993; Aufderheide, 2007; McLan2)12;Rose, 2014Druick, 2014;Nichols,2017, among

many others).

While many scholars are convinced this marks the first appearance of the word
documentary ifenglish and irfilm terms, there have been some predecesktush earlier,
similar uses of the word in French3 G R F X P H @Weéi2 inddé by Polish writer and filmmaker
%ROHVaDZ 0DW XV ]H Zanduhge €3séANe halkeQersKurce de I'histoite
published in Paris, on March 28, 1898dkscribing the benefits of film as an historical artifact to

display in museums, he also uses the word as an adjective:

S Y RUFpPHQW UHVWUHLQWH SRXU FRPPHQFHU FHWWH FROC
plus en plus grande ~ mer sure quelgiositZ des photographes cinZmatographiques

se porterait des scenes simplement rZcrZatives ou fantaisistes vers les actions et les

spectacles d'un intZrdbcumentaire<~ italics are ming (Matuszewski,7)

This translates as:

"This collection, which isiecessarily restricted to begin with, would take on an
increasingly large scale at sea, to be sure that the curiosity of film photographers (alt.
cinematographers) would (result in work that) range(s) from merely recreational or
fanciful scenes to actiorand performances afocumentarynterest ..." parenthetical
additions and italics are mine



%WRWK *ULHUVRQTV Dsg Gf teDnar ok doEtinZevithiry. B \descriptive

UHVSHFWLYHO\

use it todayl(just watched a documentary ,W LV XVHG DV D ODZ\HU XVHV 3GRF.

RQH RI1 3Y D O X HratheQt@an \Aska ol \&skine dormoAly Q W H U H

to differentiate fom evidence that is unsubstantiated or mereshgatowever, there is yet

another documented use of the word in film

terms, as an adjective, and in English, that pf

GDWHV *ULHUVRQYV 3ILUVW

The Cinematograph in Science,
Educationand Matters of Statevritten and
published in 1907 by Charles Urban, a
contemporary of both Grierson and
Matuszewski who was also working in ron
ILFWLRQ ILOPPDNLQJ WKH
appearsn the first sentence of the second
paragraph in a chaptgtied A
Cinematographic Course on Operative Surgd
found on page 33¢€e Fig5): 3 7KH

Cinematograph will also allow of the

SGRFXPHQWDU\" LQ (QJfryV

A (inematographic (ourse on
Operative Surgery.

“ It would appear from this that the Cinematograph
would be of great value in the course on Operative
Surgery that all students should attend before entering
the operating theatre. In this way, overcrowding of
the amphitheatre would be avoided, and they would no
longer hinder the surgeon without improving them-
selves, as is at present the case, since the majority see
nothing, and those that do see have not sufficient
knowledge to understand.

*“The Cinematograph will also allow of the pre-
servation in documentary form of the operations of the
older surgeons. How valuable it would be to see
again to-day upon the screen the operations of
Langenbeck the elder, of Maison-Neuve, of Volkmann,
of Billroth, or of Péan. The documents that we shall
have henceforth will, thanks to the Cinematograph,
allow the surgeon of the future to judge better of the
progress achieved.

33
Figure 5
The first published use of the word

pre GDWLQJ *ULHUVRQTV X
nineteen years.

preservation imocumentaryorm of the gerations of the older surgeongalics are ming.

This early book of filmtheory, with its proposed methods for using film as an educational

tool for science, as a training tool for the military, and as a promotional tool for business, may be

one of the first howo guides for governments, educators and corporations to ussaheety

new medium of film for purposes more socially influential than mere entertainment. As



VLIQLILFDQW DV WKLY PD\ EH KLVWRULFDOO\ 8UEDQYV ERRN
use of the wordlocumentaryn English, nearly twenty years beéoJohn Grierson was credited

with its invention.

1.8 Canada, 1919:

TheCanadian raway companiesvere
notthe only corporate entitids discover the
promotional power of the documentary film.
To commemorate the 28@nniversary of the

+XGVRQTV %D\ &RPSDQ\ +

FRPPLVVLRQHG WR VKRZFI

&DQDGDYV 1RUWK 7FKhe ILC Figure 6

Romance of the Far Fur Count('yee FFg 6) Still from the film3Romance of the Far Fur
Country’. Made in 1919 and released in 192(

and was made in 1918 the New York this twehour feature documentary film pre

dates3Nanookd WKH 1RUWK’™ PDN

company Education Films?®$ E R X V@2W K first documentary feature filver made.
Coincidentally, both films focussed on life in t

) L Ogt'was a twehour feature documentary Canadian Arctic.

film,pre GDWLQJ ZKDW PDQ\ FRQVLGHU WR ESRWHKHWI) OB WH WB/RFX
Nanook of the Northoy three yeardn fact, he narrative and filmic techniques used in HBC's

film were later enployed byFlahertyin makingNanook("The Romance of the Far Fur

Country'). Coincidentally, both films were made in and about life in the Canadian ATtig.

Romance of the Far Fur Countwas directed by American cinematograpHarold M. Wyckoff

(Geller, 244)who was sent by the HBC together with company representatives Edmund Mack

DQG 7KRPDV 29.HOO\ WR HQVXUH WKH ILOP S SURMHFWHG DQ |

a company pergetive” (Geller, 96) The HBC cleverly incorporated the beauty of the Canadian



$UFWLF WKH SHRSOH DQG FXOWXUH RGelgK¥)sbeivK DQG D 3W
would appeal to a general audience, not just already established customerskdraddgisc This
demonstrates an early use of the documentary film by the corporate sector as propaganda to

promote its own profit motivdt also demonstrates the power of the documentary film to

influence its audiences, a necesdanction for effecting scial change.

Robert Flaherty is often credited with making the first featength documentary film,
Nanook of the Northan ethnographic look at an Inuit family in the Canadian Arctic in 1922. We
now knowThe Romance of the Far Fur Countgme before and told a very similar story; but
since it was made as a promotional tool and commercial entity for the HBC, it diccewerthe
kind of wide theatrical releasBanookenjoyed. As a resuljlanookbecame the benchmark of
this new genre of filmmaking that presented unscriptedfiction to audiences of places and
people they would othetise not know. tl later came undeiré for staging, but it still set the

standard for the featwlength version of the genre.

JODKHUW\ PLJKW KDYH EHHQ KHUDOGH @G<nopf, 2008y 3 IDWKHU
film scholas Kerstin Knopf, Richard Griffiths and othersut Canadian film istorian Peter
*HOOHU UH P L Q@& MasXbeenNokgbtidh iszhat the HBC film shot in 1919 used many of
the filmicand ndJ UDW LY H W H F K Qifie Bty bf tkie Eskirtd D Flahénty would later
employ in his film. And outdoing Flaherty,etHBC film usd titles in the Inuit languafe
(Nikkel, 2012) Despite its profit underpinnings the film promotes, howenententionalan
authentic cultural component is also present providing an artefact of Canadian native

communities at the time.

These examples illustrate a common goal of using the early documentary film as a

promotional tool by both the Canadian government (for immigration recruitment) and the



corporate sector (for customer recruitment). Botlanizationgommissioned the filmmak and

gave specific instructions on what to shoot to achieve their respective promotional objectives. The
artistic contribution of the flmmaker was compromised as Freer and his early filmmaking
counterparts were eventually manipulated by both governamehtorporate employers,

rendering the early Canadian documentaries more products of function than works of art. Thus, in
its early days, the Canadian documentary film was used primarily for state and corporate
propaganda. Its effectiveness in this regaodild soon inspire the Canadian filmmaker to use this
powerful communications medium to trigger social change by presenting social issue films to the

same government that pioneered this process of propaganda.

This alliance between the Canadian governmedtthe railway companies continued to
flourish and expandlhe competition between the railway companies in Canada for the best film
crews and the most film productibecame& DQDGDYfV YHUVLRQ RI WKH +ROO\ZR
Havingworked closelywith the Ganadian government in building the railways, and with
government officials seeing the strength of the medium in stimulating immigration, a natural

partnership coalesced.



The railway companies’ sideline

business in film took a major turn when the
CPR established their own studio in 1920.
TheAssociated Screen News of Cang4&N)
was incorported by theCanadian Pacific

Railwayin Montreal. Ben Norrish, formerlgf

thecanadlan Government MOtlon PICture ({ Products on every screen in Canada
every day.
. Producers of Canadian News, Scenics,
Board CMPB)’ was appOInted as the head Of ; Trr.nvc] ‘rmd tln(du:(ril; ‘M:L::‘:n l:t'.:nﬁ
Feature Prints, Portraits, Slides and
Commercial Photographs

ASN (see Fig.7). In the period of 1920 to

1958, ASN produced the majority ASSOCIATED SCREEN NEWS

LIMITED
of newsreelsshortsandindustrial filmsin 7B & orad.

Nesrenn Avexvr ar Decanie Boveevare WALNuTY Ay00* Moxrrrat

CanadgWise, 231) The significance of this = —

reveals a closer collaboration commercially Figure 7
, Advertisement for the Canadian Pacific
with the government and the corporate sectof. 5| ozp\ TV ILOP ASBORIS®IQ

Screen News, circa 1927. Signature: Bef

As the CPR was nowm the business of making Norrish, Managing Director.

movies for entertainment of the masses as well
as corporate videos for other commercial clients, the appointment of Norrish kept the door open

to government involvement with the content of newsreels.

The new emphasis d@PR’s films indicates a shift in public demand. The ASN films
were focused more on current events rather than beauty shots of Canada’s natural landscape,
demonstrating an early desire to have films serve journalistic arwh&ohal purposes, more than
sdf-promotional one The documentaries pioneered by the railway companies of Canada were

mainly shortsbut soon gave way to a longer format of the genre. This early partnership between



art and commerce provided a business model for a more formalizednsigh between the

Canadian provincial and federal governments and tespectivdilmmakers.

THE EMERGENCE OF GOVERNMENT PARTICIPATION IN DOCUMENTARY

FILMMAKING

1.9 Canadian Overview:

JHGHUDO OLQLVWHU RI WKH ,QWHULRU &OLIIRUG 6LIWRQ
into an emerging film industry in Canada in 1901 when he decided to back a sawoofl t
JUHHUTV IL O PuwhderQhd Quigedoftle Canadian governmehhe moastsuccess of
ths ILUVW WRXU RI )UHHUYfV ILOPV HVWDEOLVKHG D FOHDU SUF
PDVVHV LQ 6LIWRQYYVY PLQG SURPSWLQJ KLP WR DGRSW WKLV
continued use for promoting immigration, butalsoH&J DQG WKH 3&DQDGLDQ *RYHUQ
producer showing the world how technologically advanced they were. At the time, Lord Sifton

wrote:

The CPR has initiated a series of animated photogrépims) of Canada, its
scenery and its industries, which is rhua demand. Naturally my department
cooperates in any efforts that have for their object the disseariratknowledge
about CanadgdEamon, 16)

This tour showcased many of the same films Freerdarenedinder the sponsorship of
the CPR. Only oneaw film made by Freer was included: a trip across the Atlantic from
Liverpool to Quebec City, presumably made upon his return to Cdraadadnis first tour of

England(Morris, 32)

Peter Morris believes that Canadian government involvement in documehtary f

SURGXFWLRQ LV 3XQLTXH™ DQG 3*DPRQJcterigtics #RMW VLIQLILFDC



Canada (Morris, 127) The federal government’s experiment with film was successful enough

that a formal national film entity would be established abwanty years later, namely, the
National Film Board of Canada (NFBjowever, before we explore how this national film office
was formed and used by the federal government, we need to examine-tsrs{aedecessors to
understand how they set the stégrethe formation of the NFB since they established the
methods and strategies that proved to be successful in reaching the public with targeted

messaging.

1.10 Government Film Offices in Canada, 1917 t4.924:

The new wave of immigration that peaked in 19troduced new challenges to the
provincial and federal governments of Canada. Film bureaus began to become established
provincially; however, the mandates of these offices were significantly different from the federal
government’s first use of film. Now that Lord Sifton had successfully used film to populate rural,
Western Canada with immigrant farmers, a new challenge emerged: providing education for
them.Since many of the new Canadians at the time were farmers with large families, they often
lived inareas inaccessible to schools. The first provincial film office in Canada employed film to

educate and to inform these remote people making education its priority.

1.11 The Ontario Motion Picture Bureau, 1917

Government involvement in film production in Ontario dates back to 1914 when a
Toronto production company, W. James and Sons, was hired to produce one of the first “making
of” documentaries — the making of the Queen Elizabeth higiyibetween Toronto and Hulton
(Morris, 137) At the same time, the Department of Agriculture commissioned educational films

intended to train farmers.



In May, 1917, the Ontario government establistieel Ontario Motion Picture Bureau
(OMPB) making it the first stateun film organization in the worldPeter Morris et al)At this
time, asociological shift in the use of the documentary was made when Ontario set up its film
office. For the first time on a government lewbke documentary was no longer going to be used
to promotetourism and immigration, but rather, education and social improveniégr@siandate
ofthe OMPBZDV WR SURYLGH SHGXFDWLRQDO ZRUN IRU IDUPHUYV
RWKHU FODVVHV  DQG WR SURGXFH ILOPhghwagdand @ieiX OG HQFR

public works” (Peter Morris et al)

One of the first flmmaking partners of the provincial film office was Pathescope of
Canada, but not for the reasons you might think. The company was the Canadian agent for the
Frenchbased manufacturea 28 mm film stock. What was unique about this particular brand of
film was that it was not made of the highly flammable nitrate stock that 35 mm film stock was
made of at the time. Its diacetate filmmpositionwas not flammable. Since most of the films
produced by the OMPB were to be educational films shown in schools, there would be a
substantial fire hazard using traditional 35 mm film stock, so a decision was made to use the
SVDIHW\ VWRFN" RI PP H[FOXVLYHO\ DYD La@d Baukhly Q O\ WK U R
they got the contract to produce as well. Despite this lucrative government contract, the
manufacture of 28 mm film discontinued altogether only threesylater being replaced by 16

mm 28 mm film”™ .

Unlike the railway companies, the Omired domestic filmmakers only, most of them
IURP 7TRURQWR HVWDEOLVKLQJ WKH JRYHUQPHQWYV IRFXV R
the Canadian film industry from within. This employment priority was the firstlong line of

commitment tadCanalian contentboth on and off the scregandin manyfuture provincial and



federalgovernmentU X Q ILOP RIILFHV 7KLV DSSURDFK ZDV ILUVW LGH
SXUSRVH RI SUHVHUYLQ Lhtkdy€ai3 @ cdn@, Weé WwbuE k& thiR @ate

evolve into one that not only preserved Canadian traditions, but provided employment incentives

to Canadian filmmakers in the form of public funding progratinsreby strengthening the ties

between government and filmmaker by becoming more of a aigppartner. Telefilm Canada,

for example, not only provides government grants to flmmakers, but actively participates as a

business partner with market support, investment prog@amisproduction loans.

Thefirst directorof the Ontario film bureguS.C. Johnson, coordinated the production and
distribution of films. This, too, was an original approach to making the domestic film industry
sustainable. When the railway companies were producing films, they often hired British
filmmakerswho regularly came with foreign distribution plar&ince the OMPB was more
interested in educating a domestic audience, foreign distribution of the Canadian documentary

was not a priority.

About five years in, the OMPB bought the Adanac (Carguklt backwards) Producing
&RPSDQ\TV 7TUHQWRQ VWXG L(RemyR 3K)RT KeVOVIRBMat onlydidd &ficé) H D X
space, but, unlike any other government office, it now had its own studio space, dedicated to
producing fims for the purpose of eduag all classes and improving their live®y 1925 the
203% EHFDPH D PDMRU SOD\HU LQ WKH ZRUOGTVifteéeHZ ILOP LQ
hundredreels of film every montfMelnyk, 42) But this boom was shelived in Ontario.

Technological adwaces such as sound and a film stock format change from 28 mm to 16 mm,
provided a strain on the resoascof the OMPB and in 1934 tharkau was shut dowsy the

provincial governmentMelnyk, 42)



This version of the early Canadian government documeptaduction system saw the
corporate sector of the triumvirate of filmmailgwvernmenicorporate take a back seat. There
was no profit incentive in this approach to documentary filmmaking as the goal of the government
in this case was education and usirg fimmaker to create the products that would achieve this

specific goal opositivesocial improvement.

1.12 The British Columbia Patriotic and Educational Picture Service, 1919

The provincial film office in British Columbia adopted a mandatéster economic
development for Cangah industry and trade in addition to educatidhe British Columbia
Patriofic and EducationaPictureService (BCPEB) +was quite clear about the kinds of films it
ZDV WR SURYLGH 3ILOP Viwv® edDcaie)otkehteraihifg nht@é&/ swd) KF
SDUWLFXODU «ILOPV«GHSLFWLQJ WKH QDWXUDO LQGXVWULI

ZHDOWK DFWLYLWLHV GHYHORSPHQWGaBerG3ZRVVLELOLWLHYV

Particularly uniguetothe R YLQFHJVY GHVLUH WR SURGXFH ILOPV DEI
SRWHQWLDO HFRQRPLF SRVVLELOLWLHY WR IRUHLJQ DQG GR!
movie theatres to show these films. Under the department of the AttGewsral, a quota
provisionUHTXLUHG %& PRYLH WKHDWUHYV 3SWR LQWURGXFH HDFK

films either produced by, oparoved by, the Picture ServicgGasher, 32)

While government involvement in documentary film production in Canada was more of a
collaboratve effort with filmmakers, the provincial government in BC was the first to start
SFDOOLQJ WKH VKRWV™ RQ SULYDWH LQGXVWU\ 7KH TXRWD U

North America with statutory authority to compbkétscreening of its prodtions " (Gasher, 33)



This pioneering directivlurthereliminated the need to engage British flmmakers who had

previously been able to guarantee exhibitions in England.

This represents a new shift in the relationship of the triumvirate of filmmaker
govermmentcorporate sector. Instead of being a mere tool of the government, the Canadian
documentary filmmaker was now being treated as a valuable employee and the quota was
designed to keep its flmmakers working. It also represents the first time the gormemmpesed
content restrictions; a practice that was severely critiat ¢de timgGasher, 32)Corporate
opposition was incessant and it even became a political issue in the 1920 provincial election. As a

result, the fifteerminute quotavas no longer enforced by 1983asher, 33)
1.13 4XHEHFTVy®oLAYLNMIrd and Education, 1920

The nextprovince to join the ranks of government film studios was Quebec. Instead of
establishingts own agencythe provincial governmemonducted their film operations through
its Ministry of Agriculture. The films produced here focussed on education asolét
improvemenmandate The film division operated in this manner for twentye years until
Quebec established Le Service de @idtographie in 1941 to handle all fiction and fiction

film production made Ythe province and its citizer{glder,98).

IDXQFKLQJ WKH SURYLQFLDO JRYHUQPHQWTV IRUD\ LQWR
distribution and exhibition was Joseph Morin, a civil servant with the Ministry of Agriculture,
ZKR 3DV HDUO\ DV usingi@ fov gedado@ithDenBd €inema in Quebet
Morin carted around four documentary films to the farmers of rural Quélreshadowing the

habitual practice of the National Film Board of Canada years ldéoften brought his own



generator as well to ensutleat powewas availabldor operating his projector in areas not yet

serviced with electricity. €inema in Quebet

Using his films for the purpose of educational outredbdrin found great success with
this new mediumprompting the importation of other documentary films from the United States

and France. His film archive was the first in Canada and served as a oraatéef government

departments €inema in Quebec. This provided the
government in Canada with a nequowerful resource in its
future propaganda campaigns by having access to a wide
selection ointernational content to support their own

messaging to the Canadian public.

Unlike the other provinces in Canagih film offices at

the time the Catholic Church in Quebec was not a fan of film

In 1916, the/ TS FWLR Q & RWsEaRED hefann

Figure 8

investigation into Quebec cinemas in an attempt to fight films

4

Father Albert Tessier
they clamed pPRPRWHG SGHEDXFKHTIneMa@rd VEDQGDO”

Institutions”. 7KURXJKRXW WiKéstsSaddrbishopd-ddclated cinema the cause of all

evils and the main enemy of FreaClanadian identity €inema and Institutions As a result,

many of the educational films made in Quebec during thebeyssars were made by Catholic

priestsin order to ensure the preferred content of the Ch{wZnhonneau PFhe Cinema of

Quebec. 2QH RI WKH P RWathg BiRnPhakerBW@3NReV. Albert Tessidsee Fig. 8.

From 1925 until his death in 1976, imade more than seventy documentary films making him

RQH RI &DQDGDYV PRVW SUROLILF G RAKeR He33MD Bandtlo@eB P D N H U \

by the Church, many of his educational film subjects were about nature, Quebec history, religion,



DQG KWAURWJ ZRPHQ " HFRRIEIHWHIERFLDO RIb&tt Tassér . Once
again, we see an example of documentary film being used as propaganda by an institution in

Canada, this time, the Catholic Church.

Having received his PhD iméology from Rme in 1922Tessietmoved back to Quebec
and immediately began using the new medium of film to produce educational films primarily
about agriculture and natudis devotion to using film as aducational tooW R 3SEXLOG DQG
| R U WNlddKenzie, 11yuralcommunitiegresulted irthe City of Paris honouringim with their
JUHQFK $FDGHP\ OHGDO LQ UHFRJQL]LQJ KLV ILOPV IRU 3W
progress of the FrenchLlllH LQ &DQR& D[ 37HVV.LMéhty-8r@ idand \tér, the
SURYLQFH RI 4XHEHF LQWURGXFHG WKH $OEHUW 7HVVLHU 3U
FLQHPD" 7KH UHFRJQLWLRQ ERWK DW KRPH DQG DEURDG RI
Canada by Father Tesspays tribute@ his communitybased filmmaking technique, a method
that would later become known as the participatory mode of documentary filmmaking. He
developedhis techniqueo better represent the voice of those he profiled in ordenpoove
thar lives. Both Chuch and government responded to these films by providing aid to these rural,

northern Quebec communities, demonstrating the success of this method.

According to Quebec cinema historian Scott MacKenzie, the vhacklded work of
Father Tessier represented/&K LIW LQ 4XHEHF ILOPPDNLQJ SIURP IHDWXUH
from entertainmentio socially activist flmmaking (MacKenzie, 10)MacKenzie explains that
Father Tessier travelled the province taking his films to rural areas and screened therlitvith ad
voice-over. Tessier would then-ait the films taking into account the discussions hehaah
ZLWK KLV DXGLHQFHV $FFRUGLQJ WR ODF.HQ]JLH WKLV SURF!

Challenge for ChangéCFC) series.



KDW LV RI LQW H ddnsem wikiHouilding ¥ diS¢ucdive community

through the use of cinematic images. This desire®® WHV « WKH WKHRUHWLFDO
practical strategies developed in tbieallenge for Chang8ociZtZ nouvelle

programmes of the 19608 acKenzie, 1611)

7THVVLHUfV GLVFXUVLYH FRPPXQLW\ DSSURDFK LQDGYHU\
at participatory documentary filmmaking in Canada. In establishing a standard of community
involvement in the documentary filmmaking process, and with the soclHssV OD QW RI1 WKH &
use of this technique, films made this wag seen to representa Kindbd HYHUVH SURSDJDQ!
The messaging in these films came from the bottom up, from the public to its government, instead
of from the top down, as was previousk KH VXFFHVVIXO PRGHO 7HVVLHUYfV L
PLUURUHG E\ &ROLQ /RZ LQ WKH &)& ILOP VHULHV RI WKH 1)%
7THVVLHUYVY WHFKQLTXH ZzDV ODWHU KRQRXUHG E\ WeKtH SURYL

of the Albert Tesier Awardin 1997

This participatory approach is one of the keystones of successful documentary filmmaking
whose intentions are creating positive social change, a techhigpvell be examing more

extensively in Chapter 2.



1.14 The Motion Pictur e Branch of Saskathewan's Bureau of Publications, 1924:

Following the lead of Ontario, Quebec and to a less
extent, British Columbia, Saskatchewan also created a
governmental film division to produce educational films in
WKHVH IRUPDWLYH \HDUV IRU &DQD
film industry. Its Bureau of Pulidations at the time was busyj
promoting the povince as a tourist destinati¢gee Fig9), so
the time seemed right for the Bureau to open a branch for
most powerful promotional mediurthe motion picture. The
branch was headed by professional aducist Harry Saville.
As one might expect, many of these films dealt with issues
related to prairie farmingdog Raising in Saskatchewan,
6DVNDWFKHZDQYV DU ,R@)DKR %R\

Camp, ReginaMorris, 151)

At the time, the majority of Saskadtewan film

BEAUTIFUL
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ASKATCHE
5Canudcx WAN

THE BUREAU
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Figure 9

Advertisement mmoting
tourism to Saskatchewan
(1924)

REXPHQ)\

audiences were in some way involved with farming. As a result, many of the subjects of these

documentaries were related to farming. With this as a priority, the Saskatchewan government film

office concentrated on using film primarily for eduoatl purposes on topics predominantly

dealing with agriculture.

Collectively, these early forays into documentary film production by the state in Canada

UHYHDO DQ XQGHUVWDQGLQJ DQG HQWKXVLDVP

IRU WKH PHG

Specifially, their focus represented the social improvement areas of immigration, education and



trade and commerc@s we have seen, the collaboration between government and the corporate
sector in using the filmmaker to realize their respective goals of gratwngopulation and the
national economy were effectively realized by these provincial film offitlesse early

experiments in government film production, exhibition and distribution provided models of what
worked and what failed when the National Film Bbaf Canada was formed and created its own

mandate.

&DQDGDYY RWKHU SURYLQFHY IRUPHG WKHLU RZQ ILOP R
these firsfprovincial government film departments, together with the federal version of them, the
Canadian Governant Motion Picture Bureauhatlaid the groundwork for a new federal film
organization that would quickly define Canada as a world leader in social change and activist

documentary filmmakingthe National Film Board of Canada.

1.15 National Film Offices in Canada, 1918 to 1939:

The federal counterpart of the OMPE
opened its doors 1918,0ne year after
Ontario opened theirs. It, too, had a

distinctive first to its credit: the first national

:
=
-

.
o
=
=
o
3/

staterun film organization in the worl{Peter

B
—
W=

Morris et al) Originally named the Exhibits

and Publicity Bureau, it was later renamed

the Canadian Government Motion Picture Figure 10

Bureau on April 1, 1923. The word A team of filmmakers comprising the Canadiz
GovernmenMotion Picture Bureau outside

3*RY HU Q P HeyantlalyRiMpped and it their headquarters in Ottawa, 1923.

was more commonly known 88 LP SO\ WKH &0 % 3 RMellyk #1)seeX-Id.HAp X



should be noted here that a national predecessor to the Bureau was founded in 1914, but it
provided largely scenic and travel films, lacking the social relevancengratCanadian

documentaryilms hadfeaturedMcLane, 131)

Unlike its provincial predecessor, the CMPB focussed its lens on Canada’s trade and
industry. While Ontario was using the documentary film to educate childreal farmersand the
working classes, the Canadian bureau was more interedtdtbwing the BC model inusing
film to stimulate the national economy by showcasing Canadian industry to foreign and domestic
interestsAs the federal Minister of Trade and Commerce, Thomas Andrew Low, therfthaid
Bureau was established for the purpose of advertising akkomada’s scenic attractions,
agricultural resorces and industrial developmé&iiPeter Morris et al)While using film to
showcase Canada’s natural splendour, as Clifford Sifton and the CPR did with the films of Freer
and Urban to stimulate immigration @nada, the CMPB was using these “beauty shots” to

stimulate business intereststh domestically and internationally

Evidence of this is the body of documentary short films produced by the CMPB called
Heritage(1939) and~armers of the Prairie$1940). These films introduced new farming
techniques to stimulate the agricultural industry in Canada and to assist its new farmer
immigrants. For audiences outside of Canada, the films served to position Canada as a leader in
agricultural techniques and technadkgy Canadian film political scientist Malek Khouri argues
that these films set the groundwork for establishing the Canadian government as a knowledgeable

and reliable business partner.

(The CMBP films) explore how the intervention of the government helps
farmers deal with their problems (and) that there are major benefits to be
gained from having the government involved in creating agricultural aid
programs and in inbducing new scientific resear¢khouri, 109).



With more than twentyears of filmproduction under its belt, thaiteau had wanted to
expand and sharpen particular brand o$ocial service visioof helping Canadians through
economic stimulation by promoting Canada’s industry and trade (Peter Morris et al)To this end,
the Bureawextended an invitation to British documentarian John Griensd®30to come to

Canadand assess their operation

1.16 The Controversial Vision and Influence of John Grierson:

WhenJohn Griersolfsee Fig. 1)accepted the

invitation of CMPB to review their organization,seemsheir

commercial aims of promoting tourism and trade were not as ¢ @ -
interesting to Grierson as wé® genre’s ability to affect social
change, as the filmsf Freer and the OMPB had doearlier.

Philosophically, Grierson believed that film could do much

more and be used to manipulate the maksegsuse progressive

Figure 11

social change. John Grierson, 1944.

Grierson’s own education reveals the source of his proclivity towards this aim. His
sociological ideologies &are established in his graduate work at the University of Chivagoe
he was first introduced to the study of social scienthe university was the first to introduce the
social sciences to academic studies in America when it formBejtartment of Sociology and
Anthropology in 1892. In fact, “Chicago’s was the first sociology department anywhere in the
world” (Druick, 49) On a Rockefeller scholarship, Grierson pursued his Master’s degree in
sociology theren the mid1920s and the sgdet of his thesis was “immigration and its effects on

the sociaproblems of the United States” (Druick, 49)



2QH RI *ULHUVRQYVY JUHDWHVW LQIOXHQFHY DW WKH 8QL
Charles E. Merriam, author of American Political Ideadin it, Merriam argued for the need for
FLYLF HGXFDWLRQ DQG VRFLDO VFLHQWLILF VWXG\ RI WKH SF
EXLOGLQJ QDW LBr@dR, G2)VGti€sdh dedlegdd/theories to convince Canada to use
films for the purpose of public education as a means of producing Canadian unity among its
social binaries (French/English, male/female, urban/rural, East/West, native/immigrant) and
FUHDWH D VHQVH RI GLVWLQFWLRQ IURP WKH 8Q tipydfG 6 WD W I

KLYV ERRN ZzDV UHSRUWHGO\ DOZD\V ZLWKLQ Mudulick Y RQTV UHD

His other supervisor, Robert Park, was similarly influential with respect to the
philosophies Grierson brought to the National Film Board of Canada. PAUN IRFXVVHG RQ 3VRF
JURXSV" UDWKHU WKDQ LQGLYLGXDOV LQ KLV VWXG\ RI VRFLI
FHQWUHYV +H IRXQG WKDW *DOO VRFLDO SUREOHPV WXUQ RX

FRQFOXGHG WKDW FXDMWMX OH IHS WKYHRM IR WMB X PCRFLRQ

-XVW DV 3SWKH LQYDVLRQ RI DQ DOLHQ VSHFLHV® FDQ GLV
foreign ideas and customs disrupt a social community, he argued. While this may sound
somewhat racist today, the focus of Pr NV FRQFOXVLRQV ZDV EDVHG RQ HQYLI
differences, not the essential qualities of the individual. Education, he therefore asserted, can be

an effective control mechanism to develop healthy social cultures for all.

These social theories shaped *ULHUVRQYTYV YLVLRQ RQ KRZ ILOP FDQ EH
masses and, despite the socio-political-geographical-ethnic-economic differences of the Canadian
people at the time, deliver messages via film to all. The goal would be to forge a single, unified,

national, social culture.



This study served him well in helping the Canadian government develop a program to
assist in its governance of the people of Canada throughUpmn graduating from the
University of Chicago in 1927, Grierson returned to England, intrigued with the idea of applying
his socialist theories ariRlobertFlaherty's film techniques to the common people of Scotland. He
first sold his idea of documentartosytelling to the Empire Marketing Board, to make his first
film, Drifters, in 1929(Winston, 37) This silent film featured the harshdibf fishermen in the

North Sea.

At this time,he began giving lectures at the London Film Society detailing his new
visionary approach to the way the documentary film can be used as an educational tool to help
shape social cultures. At one of these lectures, Ross McLean, a secretary to the Canadian high
FRPPLVVLRQHU 9LQFHQW ODVVH\ KH D Wasinsped tdwritelalrépbity R Q TV
to Massey recommending a government film service modelled afteHW VR QTV VRFLDO UHI

theories(Druick and Williams, 107)

As a result, Grierson receivedhinvitation fromthe Canadian government to evaluate the

Canadian Gvernmat Motion Picture Bureain 1930.* U L H U V R QépértafGhe ButeBu@as

harsh and critical of the filmgproduced FODLPLQJ WKH\ PLVUHSUHVHQWHG 3W
RQO\ VKRZFDVLQJ EHDXWLIXO VF HardyW94)DHHG DGR QK RIWVKROI
any friends at the Bureau when he suggested it be staffed wiHGaradians. One of his most
FROQOWURYHUVLDO UHFRPPHQGDWLRQV ZDV WKDW 3WKH EHVW
or the United States should be sought to bejinW K SUHIHUDE O\ | \NRIBort, BHH.DW % U L
This created an irreparabétagonismEHWZHHQ *ULHUVRQ DQG WKH &03%fV G

Frank BadgleyNelson, 61)



$FFRUGLQJ WR ILOP VFKRODU -R\FH 1HOVRQ 3*ULHUVRQT
F R Q WNeBdiWe1)o the types of films being made by t6®1IPB DW WKH WLPH ,Q *ULH!
UHSRUW KH UHFRPPHQGHG 3D FH Q¥h&teth&duiia@odi®ovV LRQ™ WKL

Canadian nationalism and British imperialigDruick and Williams, 108

Grierson made many public and official assessments of the films of the CMPB. This

representative sample is typical of his opinion:

3. KDYH VHHQ PDQ\ &DQDGLDQ ILORM DQG PRVW RI W
IDWLRQDO 3DUNV DQG SHRSOH RgelisMeOLGD\V , GLGQT
that Canada could be just the big innocent, badgrted holiday

haunt it pretended to be in its pictures. | thought maybe somebody did

VRPH ZRUN RQFH LQ D ZKLOH DQG WKDW &DQDGDYV
conceivably have something to do with the real Canatiat in fact

is my interest in the world. | would like to see more and more films

about real peoplé(gtd. inHardy, 94)

'LWK UHSRUWYV VXFK DV WKLV *ULHUVRQTV XOWLPDWH U
organization which would cordinate derands and through which the Canadian Government and
WKH %ULWLVK DQG 'RPLQLRQUDruickRnd @iliahhs] HOMAEGSEHSEX OG ZRUN’
recommendation that eventually led to the formation of theoNaliFilm Board of Canaday the
Department of Trde and Commerce in 1938fter his assessment of tlMPB, Grierson would

be invited back as éhfirst commissioner of the NEBn this capacity, Grierson articulated that

WKH DLP RI WKH GRFXPHQWDU\ LV WR (EUlRQsEnthel BXW SRV LWL



1.17 The National Film Board of Canada, 1939:

7KH LQIUDVWUXFWXUH RI WKH 1)% LQ LWV IRUPDWLYH \HI
commissioner as CEO, two ministers of the federal government, three senior civil servants and
three privatendividuals with interests in film(Druick and Williams, 108)The National Film
$FW RI VHW WKH WDEOH IRUWR I U ReNRF R WDWLQE QALY R D Q B0V
promote the production and distribution of films designed to interpret Can&#aadians and to
other nations 20LVVLRQV D Q Gltislintete3ting KoWoee that no provincial entities were

invited to form this federal body.

While the CMPB attempted to work within the new NFB, the rift between Badgley and
Grierson, along with the conflicting visions of the two organizations as to film content, style,
purposeand audiencanade it difficult forthe two $aterun film entitiesto co-exist. The Bureau

was ultimately absorbed by the NFB three years [@#anick and Williams, 108)

Grierson used the social theories he learned at the University of Chicago to convince
Canada to use films for the purpose of public education as asméproducing Canadian unity
Griersonmight deserve credit for using the word documentary as a hotihis most valuable
contribution to mobilizing the documentary film as an instrument of social change is evident
when he demonstrateéde benefits of @ucation in public governande the Canadian
governmentWhile the theory was embraced, there were challenges in its practice, namely,

reaching the geographically dispersed Canadian population.

He suggested bringing the films to the people by engagimglklgroups, business clubs,
DQG ZRPHQYV RUJDQL]DWLRQV WR DFW DV H[KLELWRUV 1)% ¢

remote areas throughout Canada with their projectors and films. This methodology was equally



embraced by the Canadian peopleRié HOYHYV ZKR 3IRUPHG VRPH YROXQWL
DFURVY &DQDGD DQG EHVLGHV DVVXPLQJ WKH SURMHFWLRQ!|

O L E U [E\abs] V)5f NFB films.

This social science approach to delivering governance to the people threutmshof
the NFB was supported and encouraged throughout Parliament at the time. One MP, Roy
Theodore Graham,said D QDWLRQDO ILOP ERDUG FDQ LQWHUSUHW JF
them be fully informed of the details of different regulationd Evs that affect them in their
GDLO\ (DruiwkAs7) As Canadavould soon see, the reciprocal relationship between its

citizens and their government with film would prove to be equally effective.

6RPH VFKRODUY OLNH *DU\ (YDQV DWWULEXWH PXFK RI

determined and focused vision:

He lived life as a Moderntay Prophet of Cinema, a visionary who

founded the documentafiym movement, a teacher whose primary

interest in film was its potential to act as an agent of social change.

(Evans, 3)

*ULHUYV R @Waég prolivig tRbeffective. aDQDGDTV LQYROYHPHQW LQ Wt

development of the documentary film in these early days had made-kweglh and respected
throughout the world as a leader in the production of this genre. In fadtF®@vould receive its
first Academy Award for dcumentay film in 1941for & K X U F K L O,@1f &aminatbQdabthe

strategy behind the Battle of Britain in 1940. The NFB was also the first recipient in this new

category created by the Academy.

$W WKLV WLPH *ULH UMRQU/heir kiggra test bf afl WheH the NFB

HOQWHUHG WKH ZDU HIIRUW $FFRUGLQJ WR ILOP KLVWRULDQ



WUXWK DV WKHLU VWDQGDUG DQG SURSDJDQGIEVANS, BGXFDWL
during Wald War Il. One of the most successful film projects wakH :DU IRU OHQYV 0OLQG
(1943). The film was able to show Canadians the importance of their involvement in combatting

not just enemy forces on the ground, but in their minds as well. Here is a pasisdqR P WKH ILOP
QDUUDWLYH WKDW QRW RQO\ GHILQHYVY LWV DLPV EXW DOVR

through education in film:

We are faced with a powerful and ruthless campaign to engulf the world with a
philosophy and social system whichailsen and repugnant to us. We are living in
constant fear that this battle of words and ideas will turn into armed aggression and
we are arming ourselves and seeking our allies to theghreat of this aggression.
(Evans, 20)

TheDepartment of Externaiffairs encouraged the NFB to create a series of such films
calledFreedom Speak&vans, 21)Other wareffort film series at the time includéchnada
Carries OnandThe World in ActionAfter the shorts in these series were produced, a compilation
film emerged in 1953 call&@dermany: Key to Europd he 20-minute filmignoredhow West
Germany planned to deal with its legacy of Naziang consequentlyhe film was seen as a
failure in the field 6propaganda(YDQV DVVHUWYV W K D Wexamplietdf whyotke VWD Q GV
Film Board was not a pactlarly effective cold warriof (Evans, 21)While the NFB had
established a particular expertise in propaganda filmmaking, it was less effective producing

wartime propaganda films.

*ULHUVRQTV LQY)%¥WIBDQERIRQYPLWRIBD FXW" RQ DOO ILOPV L
support the war effort, eventually led to his resignation as certain NFB films were seen as

S&RPPXQLVW™ LQ WKHPH DQG PHVVDJLQJ

Our NorthernNeighbour which portrayed a Russian soldier in thdie¥l forces
in a favourable light, attracted heavy criticism. United Artists refused to distribute



it in the U.S.A., and the Quebec Censorship Office blocked it too. The NFB was
accused of creating Communist propaganda at the expense of the Canadian
government. In January 1945, Stuart Legg  Balkan PowderKegthrew negative
OLIJKW RQ WKH %ULWLVK *RYHUQPHQWYVY DFWLRQV LQ *
ordered it withdrawn. This incident raised the question of the freedom of action
of the NFB, but Grierson reaffirmed its independence and refused to give the
Minister of Foreign Affairs any veto powers over films. The film was taken out
of circulation, re-cut and re-baptized Spotlighton the Balkans This faux pas put
an end to the freedom that Grierson had enjoyed until this point, and he was not
encouraged to remain at the head of the NFB after the war. Repudiated by the
Canadian government and filled with ambitious projects for the international
development of the documentary, Grierson resigned on August 7, 1945 and left
the NFB definitively on November 7, 1945. 37 KH V. 7KH 1)%°

This conflict between artist and government reflects the ruling power of the hegemonic
VWDWH :RUNLQJ HYHQ DW DUPYTV OHQJWK WdfthtioRDDQ DGLDQ G|

message lies with the state.

Even though he was seen as having a political agenda in these later years, Grierson § V
strategy was non-partisan. HLV LQWHQW ZLWK WKH 1)% ZDV 3WR XVH WKH
liberal state tocreate XQLYHUVDO KXPDQLWDULDQ OR\D@WhkHB)Y LQ WKH |
Applying this strategy and mission to the formation of the National Film Board gave rise not only
to a unique government-sponsored film studio, but also new purpose to the aim and goals of non-
fiction filmmaking. Political scientist Patricia M. Goff describes the government in this
UHODWLRQVKLS DV RQH RI 3SDWURQ"™ DQGLMHtBW/ DO\VW"~ WR WK
Liberalization: Local Culture in a Global Marketplacéhe explaLQV WKDW SWKHVH JXLVH
by an overall desire (of the Canadian government) to participate in cultural industries DW DUP V

lengthso as to ensure freedom of expression (of the filmmaker) “ (Goff, 56).



1.18 Propaganda Documentary Filmmaking in theUnited States:

South of the border, the United States began to experiment with the state use of
documentary film to promote its own propaganda messages to its citizens. The move was not
embraced as much as it was in Canada with the US film industry olgjéatthe government
getting involved with the film busines®ne of the first government film contractors was New

York film critic Pare Lorentz.

Following his graduatiofrom Yale University in 1928, Lorentz almost immediately
entered the professional world of film criticism writing for thew YorkertheNew York Evening
Journal Vanity Fair, Town & Country andMcCall's Magazing€Roberts, 37)It was during his
time inNew York that Lorentz was greatly impressed byiaforgettableenvironmental

catastrophe that took place one day in Times Square:

3«RQH GD\ LQ 1HZ <RUN ZKHQ , ZDV ZRUNLQJ DW 1HZVZHLI
moving, gray cloud, dust from the drougttticken Great Plains, blew down in the
middle ofManhattan Island and settled like an old blanket over the tower of the
1HZ <RUN 7LPHV EXLOG L QThid) expeliehdé(s) madé B lddtirg
LPSUHVVLRQ DQG OHG PH WR UHFRPPHQG WKH '"XVW %RZ
ILUVW PLBr¥nt#4B87-38)

His recommendation was madeRexford

Guy Tugwell administrator of a new federal “ Hw “
government organization at the time called the m mE m

A US. DDCUMENTARY FILM

Resettlement Administratiomo make a

m’mlun v PARE LORENTT « BESETTLIMENT ADMMISTRATION
———
A

WESTERN GLECTIIC NOISILEES AECOARING

documentary film about the Dust Bowl that woulg F QL e SEAVICE: ST AP IO I

be calledThe Plow That Broke &éPlains(see Fig.
Figure 12

12). Through a mutual connection in the Office of The PlowThat Broke the Plains (1936).

. . . . Opening titles. Note th dit
Information its chief, John Franklin Carter who 3p$enén96l e.SR Foxep :(Sr\ellle u\ )




wrote with Lorentz at Vanity Fair - Lorentz was introduced to Tugwell, who also held the title of

undersecretary of agriculture at the time.

Tugwell was so enthusiastic that he suggested that we make eighteen movies. I never
GLG ILIXUH RXW ZK\ WKH QXPEHU HLJKWHHQ $Q\zD\ , WI
ILUVW DQG VHH KRZ LW ZHQW EHIRUMHoréntt, FKHGXOHG PRL

While Lorentz made a very good documentary in his filmmaking debut, there seems
to have been some naivety on his part and his government-producer as to exactly what kind
of documentary they were making. Neither party saw what they making to be propaganda,
but that is exactly how their industrial rival, Hollywood, saw it. Hollywood hated Lorentz
and his kind of filmmaking, refusing to give him any stock footage when he formally
requested it. In desperation, he enlisted friends to sneak him into projection rooms and steal

the footage he selected.

Furthermore, The Plow did not get the wide theatrical release it had expected. All the
major eight distributors refused to release it claiming its length (29 minutes) as the problem:
too long for a newsreel; too short for a feature. But many claimed they did not want to show
D JRYHUQPHQW ILOP 2QH G LrddAédhhyEoXWvrihbht piddukeGnot, ZRXOGQTW
even ifitwere Ben Hur ~ $QG \HW DQRWKHU H[SODLQHG WKDW LI DQ\ S
individual made this picture, it would be a documentary film. When this government makes
it, it automatically becomes a propaganda picture ~(Snyder, 43-44). The Academy Awards

followed suit and banned it from competing in its annual awards.

The concern over state use of the documentary film as a propaganda tool was growing not
only in North America, but across Europe as well. With Cold War tensions growing, Henri

Langlois of the Cinémathéque Frangaise in Brussels established the World Union of Documentary



! "#

Filmmakers, an all-inclusive, international organization for documentary filmmakers. Its lack of
exclusivity became a major issue with Grierson who did not believe certain Eastern European
filmmakers should belong. Underwater documentary pioneer Jean Painlevé and poetic
documentary artist Joris Ivens strongly disagreed with Grierson and ultimately, the organization
could not overcome this division and disbanded the following year (Berg, 37). It did manage,
however, to create a definition of documentary film current to its time at a conference in

Czechoslovakia in 1948:

3$Q\ ILOP WKDW GRFXPHQWYV UHDO SKHQRPHQD RU WKHLL
reconstruction in order to consciously increase human knowledge through

rational and emotional means and to expose problems and offer solutions from

an economic, social, or cultural point of view (Berg, 39)

The significant section of this definition is its acknowledgement that the
documentary film has an obligation to promote social form and its recognition that it has

the ability to do this effectively.

1.19 Conclusion:

To summarize, the invention of the motion picture quickly developed into a non-fiction
chronicle of reality that science embraced for the purpose of education. Other subjects were soon
explored using this new educational tool primarily in schools and universities. The corporate
sector soon made great strides in marketing and promotion using film, but the widest application
of this new technology for social change emerged when the state began to use it to deliver its
messaging to large groups of people both domestically and internationally. Immigration
recruitment, military training, ethnographic archiving, economic improvement programs,
communication, education, medical training, serving rural communities, and propaganda are just

some of the early government uses of film when it became defined as documentary.



! "#

The second half of the twentieth century saw the refinement of motion picture technology
and documentary practice focussing on theoretical applications aimed to enhance its natural
ability to inform and influence. Along with these experimental practices came technological
advances that better accommodated these theories and helped ameliorate the documentary film as

an instrument of social change.



Chapter 2. Methods and Approaches to Documentary
Influence

Figure 1

The Newfoundland Project (aka The Fogo Procek®35,/-68. National Film Board of Canada.
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2.1  Introduction:

There existsnuchscholarship on documentary theprgvering a wide range of styles,
approaches, modes, technical and artistic lusethis chapter will focusnly on those theories
that relate directly to the genre’s ability to have an impact osocial change. Specifittg, this
chapter will examindoris Ivens and his pioneering approach toaassue documentary
filmmaking; the genre’s claim to the real and its representation of the truth; how it engages
audiences; and stylistic approacleesploying community involuaent and participatory methods
that yield the best results in influencing the changemaker.

The aim of this chapter is to identify the specific documentary theories that have
demonstrated success in amplifying the documentary’s ability to influence — and &hieve— social
change. Specifically, this chapter addresses the research questions posed in the introduction
related to how the documentary informs and influences social clhgrgeking at how certain
approaches represent the trighgageaudiencesand yield measureable impact.

2.2 Joris Ivens, 1898 to 1989

As the documentary form was finding its legs as an influential tool of persuasion in the
early twentieth century, one early flmmaker was experimenting with the medium in style and
content with an eye towardseating social change. Dutch documentariasJeensused film as
an intervention in the socipolitical process directlyo correct what he saw as social injustices
throughouthe wotd. In fact, by the end of his illustrious career, he had made a documentary film
on every inhabited continent (Waug25)covering such issues #t socieeconomic folly of
reclaiming farmlandrom the bay oZuiderzeen the Netherland@New Earth 1932),a miner’s
strike in Belgium Misere au Borinage 1934),the struggle to defeat fascism during tBpanish

Civil War (The Spanish Eartt1937), and thelight of Chinese refugees under attack by the



JapaneseTlhe 400 Million 1939).His pioneering activist approach to documentary filmmaking
HDUQHG KLP WKH WRWONXAFPHVVIXO UDGLFDHog&hkamMEPHQWDUL
175).
As we examined in the previous chapter, in thetlaentiesand earlthirties, fellow
documentary pioneers John Grierson and Pare Lorentz were carving out théieovetical
approaches to using documentary film as an instrument of social ckapgeifically, Grierson
employed a didactjeducational tone, while Lorentz adopted a more poetic, propagandistic style.
As JosZ ManueCosta argues in his essajoris Ivens and the Documentary Projgdvens took
an evenmore aggressive approach:

(W)e cannot but acknowledge that Joris lvens was in fact one of the main proponents
of the (documentary)genre ; an inventor. Throughout the whole decade of the
thirties, in paallel with other genuine but different approaches (mainly, the Grierson
approach and eventually the Pare Lorentz contribution), he led the way and
progressively helped to define the concépt using film for social change)
Moreover, his specific path wake one which most clearly embodied the shaping
process of that concept from the late twenties to the late thirties, when in many ways
it finally reached the representational mode that we still call Documenadhtiiose

three matrices (lven&rierson, and Lorentz) were responsible for a common pattern
of artistic search and social concern that has been definitely associated with the genre
(the latter being what we could call a pattern of social productivity). But neither the
Grierson publieducation approach nor the lyric Rooseveltian approach of lzorent
identified as clearly as didbds Ivens with the very boundaries of that process and
with the process itself, that is, the assumption of the avagdrde spirit and its
progressive assimiln into a social, political, and historical interventi@@osta,
17-18).

Long before the process was made popular by Colin Low, Ivens was using the
participatory mode not just to tell a story, but to accelerate progressive social change for the
people ke was documenting. In makimdisere au Borinagewith Henri Storck, the two
filmmakers collaborated with the Belgian miners in their protest for better living conditions.

Ivens and Storck collaborated not with the government, or with the police, but

with the very people whose misery no government had yet addressed, let alone
eliminated. Their participatory involvement helped generate the very qualities



they sought to document, not as spectacle—to
fascinate aesthetically and subdue politicall
but as activiem to engage aesthetically and
transform politically (Nichols,;* 3 H R S1I6M).”
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OQH RI ,YHQVY PRVW FLWHQC(
interventionist techniques his film The Spanish
Earth, 1937 (sedig. 2) in which the filmmaker went
to the front lines himself to capture war footagéhile

in the middle of the chaos of war, Ivens soon learned

ERNEST
HEMINGWAY

that the structure and order with which he had JORIS IVENS

previously made films was not possiblef KH HQHP \

Figure 2
is the cedirector’” &RV WD VDLG ,YHQVPesterkaMpeSpanish Earth

frustration in attempting tproduce a film on the battlefieltle reiterated this sentiment in the
ILOP LWVHOI ZLWK WKH OLQH 0HQ FDQQRW DFWTh® IURQW RI
Spanish Earth1937).Without the control that previous documentaries enjoyed in their creation, a
new form of documentary was introduced.
Behind its very pragmatic lesson on the filming of war, the practical and conceptual
experience offhe Spanish Eartlan in fact be seen, metanically, as a decisive
point in the larger development of Documentary. By now, for the first time.
Documentary was taking shape as a new form, where the personal authorship itself,
no matter how strong it was, worked and expressed itself under new ariemaing
a new analytical framégCosta, 20)
An added dimension of realism or trittling was introduced into the documentarynfior
FDSWXULQJ LPDJHV WKDW ZHUH QRW VFULSWHG RU HYHQ DQ\
Ivens, The Conscience of Cinema: The Works of Joris lvens-19&89 The Spanish Earth

UHSUHVHQWYV WHKR VT RIWD V8 X R (BHZHHWD D IRIEBE NRWADIQeGta Y G

filmmaking.



3The Spanish Earjhs the defQLWLYH PRGHO IRU WKH pLQWHUQDWLR
in which miitants from the First and Second Worlds usdah fio champion each

new lURQW RI1 UHY R O XWis &5Q hdhbd¥|\éiline imb Htepian genre

in which the construction of each new emerging revolutionary society is atddbr

and offered for inspation for those still struggling under capitaliém : D X J K

One of theheoretical approaches Ivens introducedhiis film to augment the depiction of
reality in documentary film was his use of soulmdusing available sound in the field with all the
challenges and shaky results that practice entails, the audio component of the film supports the
visual authenticit in ways that convey a more honest and truthful representation of reality than
other documentaries of the time that presented audio and narration carefully created in studios.
7KH WKHRUHWLFDO DSSURDFK WR DXWKHQawedfeWayfor da QVY XVI
style to be followed by documentarians in the years to come:

Spanish Earthfinally, has a central place thin the evolution of the doooentary

form, aside from its strategic ideologigaosition. It defines prototypally the

formal ard technical challenges of the -§8ar heyday of the classical sound

documentary, 930 to 1960, in particular itsréit decade. It confronts, with still

exemplary resourcefulness, the problems of sound and narration; the temptation to

imitate the model of HIlywood fiction with miseenscaue, individual

characterisation, and narrative line; the catcf V Rl GLVWULEXWLRQ DFFHVYV
ideology; the possibilities of compilation and historical reconstruction, dnd o
improvisation and spontaneity (Waud!®6).

$V VLIQLILFDQW DV ,YHQVY FRQWULEXWLRQV ZHUH WR WKH G
change, some of his pioneering theories were met with crititismakingkomsomol(1932)for

the Russians, lvenmapologetically staged certain scereshe days okinopravda this was a

crime against documentary film.

The reconstruction of events in documentary films was a disputed issue. The Soviet
GRFXPHQWDULVW ']LJD 9HUWRY «Z D VheWdhaiite@éhilG LQJ UHSU
school. His credo was that life had to be caught unaware of the camera. For this reason,
9HUWRYY{V VXSSRUWHUV LQ WKH 6RYLHW 8QLRQ KDG Fl
Komsomol1932) about the construction of a blast furnace comiplé4agnitogorsk.

7KH ILOP HQGHG ZLWK D uVWRUP QLJKdBehoMad SW WKDW
staged by Ivens and his crew. The Dutchman felt justified in doing this because this



was the only way to get the right shots that would faithfully reflect the ‘integrity and
enthusiasm’ of these storm nights. (Hogenkamp, 175).

The purists okinopravadaand latercinZma vZrit&ontinue to ondemn scenes of
reconstructiono this day- most notably, the staged scenes of reconstructidhenThin Blue
Line disqualified it from being eligible for the Best Documentary Feature category in the
Academy Awards in 1988 (Jaffe, 51)but many other documentariafidaherty, Morris, Moore,
most notablyhave used this technique to great advantage in their storgtelithoutsacrificing
credibility. Still, the question of trutkelling as a theoretical absolute in documentary filmmaking
continues to beebatedoday, long after Joris Ivens’ overt use of it as a documentary style in the

1930s

2.3 The Issue of Truth-Telling:

Since the first notfiction film was presented, definitions of the documentary have taken
many forms, many of them addressing the genre’s ability to convey the “truth” and capture reality
as we see it. One of the early definitions of theuseentary film genre in this regard is provided
by John Grierson who in 1938:scribedt as “a creative treatment of actuality” (Grierson,

Cinema Quarly, 1933).Scholars (Winston, Nichols, Renov) argue over how accurately this
definition reflects a geerthat lays claims to truttelling when there are many opportunities to
stage and otherwise misrepresent the tritRobert Enright sees a conflict witte Griersonian
definition explaining the contentious issue witiis succinct statement: “Which part of the
definition you chose to focus on would determiine kind of filmmaker you wergEnright, 15).
The word “creative” seems to be the lightning rod for those who gestion the truttielling claims
of the documentary in Grierson’s definition. Robert Flaherty’s landmark documentary feature

Nanook of the Nort(i1922) came under criticism when it was learned that certain scenes and



events in the film were staged by Flalyerho defended himself in the now famous quote,
“Sometimes you have to lie in order to tell the truth” (Pearson, Simpson, 220).

The conflict between representing reality and the artistic interpretation of that reality is at
the core of the question “Is what we’re seeing the truth?” In 1929, Russian filmmaker Dziga
Vertov describedhis documentary films as “kinopravda” (Russian for “film truth”). Film scholar
Bill Nichols explains Vertov’s vision and commitment to representing the truth in his films:

Vertov...eschewed all forms of scripting, staging, acting, or re-enacting...Vertov

wanted to catch life rashanded and then to assemble from it a vision of the new

society in the process of emergence...His own term for the cinema, kinopravda(film
truth), insisted o radical break with all forms of theatrical, literary structure for
film: these forms depended on rative structures thatippled the potential of
cinema to help construct a new visual reality and, with it, a new social reality

(Nichols, 217).

Vertov scholar Joshua Malitsky echoes this assessment citing that Vertov’s goal with
his early newreel series was with the audience in mind using “film truth” as an effective
way of influencing social change.

Vertov’s cinema sought to work with the viewer. He required a level of fierce

sensorial, intellectual, and critical attentiveneske kind of subject, he believed,

required to properly participate in revolutionary transformation (Malitsky, 93).

Vertov’s cinematic engagement with people was not restricted to audiencesTo
achieve a comprehensive level of social change, he believedkimg the filmmaking
process accessible to everyone, according tchem@trtov scholar Seth Feldman: “Vertov
proposed...that Soviet films be shot by large numbers of ordinary citizens acting as film
scouts edited collectively and exchanged in a vast nationwide netwBekdman, 26) as a
means obringing “the camera into the nooks and crannies of daily life” (Feldman, 26). This

experimental technique was used in his earlyussadocumentarigsinoglaz(Cinema Eye

tlLife Caught Unawaresl924),Stride, Soviet{1925), andA Sixth Part of the Eart(i1926).



&DWFKLQJ OLIH 3 XQDZDUH™ EHFDPH V\QRQ\PRXV ZLWK UH
Patricia Aufderheide supports this perspgci H{fWHQGLQJ LW WR 9HUWRYfV SUH
HOLPLQDWLRQ R¢ bdlievadiiiiQlotur@eRtary was the perfect medium for
revolution, that not only should it flourish but that fiction film be extinguished as aladnia
the capacities of the form $ X | G H WbK)HKinGpiravda to Vertov, was the only honest
method of using documentary film for social change.

Film also provides a unique affordance to capturing the truth in terms of temporal
considerations, according to Vertov. Vertovian schAlamette Michelsompoints to
O9HUWRYYfYVY FODLP WKDW WKH PHFKDQLFDO H\H RI WKH FDPHUI
miss, thereby providing a greater access to vighigence and ultimately, trutivhat the
human eye might miss at one moment, the mechanical eye will capture at the same moment,
allowing sight of it by the human eye at a later titneranslatingananal/sis of thismade
by GerardGranel, she writes:

His work is paradaxally concrete, the original and paradigmatic instancprmof

attempt to film, in slow motignthat which has been owing to the manner in

which it is perceived in natural speed, not absdtunseen but missed by sight,

subject to oversightAn attempt to approach slowly and calmly that original

intensity which is not given in appearance, but from which things and processes

have nonetheless in turn derivEMichelson, xix).

In thefollowing chapterwe will examine how these considerations of time distortton
both fast and slopwnow and latertcan be used to develop implicit narratives, a key component of
truth representation that provides a fuller understanding of the socilpssfiled in a
documentary film for the changemaker.

Inspired by Verto V GHGLFDWLRQ WR ,Fie&b fihvitakeis/ leQuRoichH W U XV

DQG (GJDU ORULQ FRL@IP® W KH LW bRy ¢iQrte 19805 to



describe a specificbrand Rl GRFXPHQWDU\ ILOP :KLOH 9HUWRY XVHG KL\

describe all cinema, Rouch and Morin used theirs to describe a specific style of documentary:
-HDQ 5RXFK DQG (GJDU ORULQ «QDPHG WKHLU QHZ IRUP
FLQPPD Y p Wk m&y) obdocumentary, rather than as an all-inclusive
category. A term that had begun with Vertov as the definition of all true cinema
became associated not only with the more delimited area of one genre, documentary,
but also with the further delimited mode of participatory documentary (Nichols, 218).
$QRWKHU GHILQLWLRQ RI WKH GRFXPH@WDOLDRGGUWNVVLQ
SURYLGHG E\ OLFKDHO 5HQRY LQ ,W LV VLPLODU WR *ULH
ILOP DV WKHD3DUQW IR D WHKHN K LReWR U Land) 49 suC R the@d&umentary
SKDV VWUXJJOHG WR ILQG LWMIS Rtfydetltrti and Kda@y \Rknklv,V XSS RV H (
11). TKH SEHDXW\" UH I H UddskesGneWy felatendseHdQHR Wil presentation of the
content in a documentary film rather than its literal definition. Sometimes the truth of a
documentary can be quite ugly and packaging it to look beautiful can indeed be a challenge, but
RenovisaZDUH RI WKLV ZKHQ KH XVHV WKH ZRUG 3VXSSRVHG" 7K
production tools such as narration, animation, even dramatic re-creations, that can be artful and
beautiful while still contributing to and underscoring the truth, as I explained earlier in analyzing
JODKHUW\TV V WhEndédelid € Wil theHrlRIX W
In his essay, Toward a Poetics of Documentary, Renov points out that documentary style,
not just content, can be a testament to the truth being presented. The shaky-cam and underlit
production flaws of a documentary like Kon Tiki 7KRU +H\HUGDKO({V GREXPHQW
4,500-PLOH VHD YR\DJH RQ D UDIW DUH 3HEADQRPNLIWQHVV WR

scholars, however, are convinced that the documentary can present the truth in absolute terms,

despite the assistance of technical and artistic support. Noted documentary scholar Brian Winston



UHIHUUHG WR *ULHUVRQYYVY GHILQLWLRQ WR VXJJHVW WKDW D
impossible:
Suely, no 'actuality’ (that is, evidence and witness) can remain after all this
brilliant interventionist ‘creative treatment' (that is, artistic and dramatic
VWUXFWXULQJ KDV JRQH RQ *U LétbbtNdRapfyMOHQWHU SUL\
sustain any claimsrothe real, and renders the term 'documentary’ meaningless
(Winston,Claiming the Realb9).

Bill Nichols offers a perspective that separates the objectivity of a journalist from the
content in docum@ WD U\ ILOPV DV YrebtivaireadndentV/ok CL\V® PMHIGH BéawastD O L W\~
be avoided:

Documentaries always were forms ofmesentation, never clear windoasto

u U H Dt@eLflmrfiaker was always a participanitness and an active fabricator of

meaning, a producer of cinematic discourse rather ahaeutral or alknowing

reporter of the way things truly agichols, 19).

HeisULJKW RI FRXUVH WKDW WKHUH FDQ QHYHU EH D 3FO
production and the representatimireality in documentary filmtwith the possible exceptioof
reattime surveillanceteven then there is a creative decision being made as to where the camera
is positioned. The technology and the temporal access to the reality at the time of shooting
SUHYHQW WKLV KRZHYHU FHUW anin@tiémsahtlDaktatidein Ml HD WP HQ VW
provide clarity.

Inhisessay?:H $SUHQYW 6RUU\ IRU Wskele/JanigsWHdestxXnawheR Q «
GRFXPHQWDU\YV IXQFWLRQ DV IROORZV **RFXPHQWDU\ KDV V
and/or to change the worldJames, 58)in addressing the issue of treiiling, in particular,

James explains the importance of activist follopvby the filmmaker:
(The) duality of purpose between film and outreach works very well. It allows the
films to pursueaFUHDWLYH DQG MRXUQDOLVWLF 3SWUXWK”~ ZKLO

ZD\ WR HIIHFW SURJUHVVLYH VRFLDO FKDQJH«WKH XOWLI
due in large part to the integrity of the forni@ames, 58).



The journalistic approach to conveyirgettruth through the direct and indirect personas
of the filmmaker allows the documentary to become an effective communications tool in the
process of social change. By journalistic, | mean the objective reporting of information both
observed and stated byterview subjects. Starting in Canada in 18@th its first filmmaker a
journalist by tradeZH VHH WKH GRFXPHQWDU\YV ILUVW JH@BPIDO XVH
LQWR *ULHUYV R&IUSe PaBad Bn hR EIXological belief thati@ional Film Board of
&DQDGD RXJKW WR VHUYH DV WKH VWDWHYV FXOWXUDO WRR(
F K D QRds$énthal, 6).

As examined in Chapter 1ne of the first uses of ndirction film was for education,
often in the field of St HQFH 7KHVH 3D QphiéhBevédHly ti@thiievy Brotheks and
James Freefrequently includedhe filmmaker who provided live narration throughout the
screening in addition to introductory remarks and answering questions following the scritening.
ZDV YHU\ PXFK D WHDFKHUfV WRRO DQG ZDV XphyiGam 8 KLV ZD\
Gheorghes Marinescu and Jean LeD@yen at the end of the #€entury Any truths obfuscated
or omitted by the journalidilmmakers in their documentaryiriis could be added in their live
presentations.

While the testimonyof interview subjects may be suspect and the decision of which
content to include and to discard by the filmmakety bequestioned, the representation of
scientific content in documentafiym introduces a more trustworthy subject rooted in objective
facts and not subjectiveemories an@pinions. This theorys articulated quite well by Kirsten
Ostherr in her essasAnimating Informatics: Scientific Discovery through Documentary Film

ThHUH H[LVWV D 3GLVSDVVLRQDWH" HOHPHQW WR WKH UHSUH)



allowing for an increased level of perceived tritling and not requiring the same degree of
emotional engagement that sééssue documentaries so ofteaguire.

By viewing scientific images as powerful rhetorical expressions that participate

in the techniques and goals of the documentary tradition, we may begin to

mobilize their persuasive power to enable a fuller understaii@sidperr, 28).

Wheneverma representation is madn photography or film, severahoices arebeing made

by the photographer or filmmakdighting, framing, setting, interview subject and their
respective testimony, and many moré KLV 3 FUHDWLYH"™ WUHDW P#lgW RI WKH
essence of the truth to some degree making absolute truth impossible to represent in documentary
film. This concept is best described by Linda Williams in her chafderors Without
Memories: Truth, History and the New Documentary?/e do betterd define documentary not
as an essence of truth but as a set of strategies designed to choose from among a horizon of
relative and contingent truthg§Williams, 799).The intent of these strategies is to present to

audiencesY DULRXV WUXWKYV UHODWHG WR WKH GRFXPHQWDU\|V V

to influence through engagement.

2.4  Audience Engagement:

Once a relationship of trust is established betwaeedocumentary film and its audience
through the presentation what it perceives to beuthful contentthe next step is to get that
audience to ac key componenin achieving that goas to engage them emotionally. This is a
widely-held theorywith many investigations by scholars and practitioners as to how the
documentary does this most effectively.

Film theorst Carl Plantinga explains hadocumentaryilm achieveshis goal of

emotional engagement:



In movie spectatorshjmas in the rest of lifethe repetition of elicited emotions and

judgements may solidify ways of thinking and feeling. It is through the elicitation of

emotion in relation to moral and ideological judgement that a film may have its most

significant ideological forcéPlantinga, P3).

Documentaries achieve this by depicting more than one example of a social issue.
The repetition of these examples, together with the emotional impact associated with them,
EXLOG DQG UHLQIRUFH WKH DXGLHQFHTVY HPRWLRQDO HQJDJ}
documentary. This emotional engagement is not exclusively aahadiewing audience.
According toBill Nichols, there exists a thraay relationship in documentary film
between the filmmaker, the subjects of the documentary, and the au@éctoas,
Introduction 59) He identifies three commdormulations of this theory, the first of which
isGHVFULEHG DV 3, VS HDRedimmakér, MickdtsRarguds, taRes on a
SSHUVRQDO SHUYVRQ Dndiretly Wirdugha*Y XWHIRWDWRU D WHFKQLTXH |
SRSXODUL]JHG E\ PDQ\ RI -RKQ *ULHUV RS ufogate 30fen ILOPV ZLW
WKH 3¥fRIRFH QDUUDWRU DV VHHQ LQ WXrehofth®Reénguimt GRFXPHQ
(2005) andvosemite: The Fate of HeavEi®88) The narrator is often unseen to the
audience, but not always. If the narrator is recognized as being an @xaerauthorityn
the field of the documentary subject or is perhaps known for holding some significant
credentials in journalism, the filmmakmight present them on camémna Brechtian
address directly to the audience. Either technique provides an authoritarian voice for the
DXGLHQFH WR XQGHUVFRUH WKH FUHGLELOLW\ RI WKH FRQW!
engagement with its audience.

A furtherextension of this involves the filmmakers themselves appearing on camera

as a guide through the story. In this participatory approach (the specific mode of which will

be examined later in this chapter), the audience joins the filmmaker on therydhrough



WKH GRFXPHQWDU\JVFIKRONVMWLAE DMDLWRIDY WKDW WKLV WHFKQL"®
I[URP SHUYVXDYV LR @itids, htr&oudtion\dQ).Rraddition to the content itself,
the audience now needs to evaluate the credibility of the filmmaker and the way they
express themselves and their investigation. This becomes a risky proposition when
documentarians like Michael Moore are called out for cherry-picking, at best, and falsifying,
atworst GRFXPHQWDU\ FR Q WdddwtifleQhdA/RKHHD \QRYHF Hhet iy wad
found to have done by staging certain events in Nanook of the North
There are also times when the audience is left with no narrator, on-screen host or
filmmaker guide. With these films, the audience is left on their own to evaluate the story
and to be engaged without narrative assistance; however, the documentary increases its
FKDQFHVY RI HPRWLRQDO HQJDJHPHQW ZLWK WKH DGGLWLRQD
their surrogate, providing they are perceived to be reliable and ethical, in short, trustworthy.
$FKLHYLQJ DQ DXGLHQFHYVY HPRWLRQDO HQJDJHPHQW LV

leads to successfully influencing those who can affect

social change. In 3ADWULFLD $ Xifstdélivetdd G
at the 2015 Visible Evidence conference in Toronto, she ( e )
: NSTORY J

~—

describes a strategy for engaging an audience | AWARENESS

HPRWLRQDOO\ 7KH VWUDWHJ\ U ENGAGEMENT | PHQVLR(

STRONGER MOVEMENT
L P S D $e¥/Fig.3) any documentary film project needs

e SOCIAL CHANGE ¢ g
- >

to have to achieve social change, should that be its goal.
Figure 3
The process was created in 2009 by the Fledgling Fund, S'LPHQVLRQV RI ,

a U.S.-based foundation that funds social justice

documentaries, and has been used by scholars studying documentary impact ever since. It



begins with a&compelling storyThat will lead toawarenessR1 WKH ILOPfYV LVVXH DQG LI
presented successfullyjll lead toaudience engagemerithis, in turn, leads to stronger
movemenand, ultimatelysocial change

In her essay®Political Mimesis|, Jane M. Gaines explains how when a documentary
audience is sufficiently engaged emotionally, members are metg tixact on the issue being
presented:

The reason for the documentary to advance political goals is that its aesthetic of

similarity establishes a continuity between the world of the screen and the world of

the audience, where the ideal viewer is poigeititervene in a world that so closely

resembles the one represented on the s¢&®ines, 92).

For social change to be realized through a documentary film, audiences relating to the
message of a showcased issue they either were familiar with or omeatheompletely foreign to
them, need to be emotionally engaged. This applies both to the general public who can be moved
to take action outside the cinema and to the policymakers who use the content of the documentary
to assist them in advancing resaduns, recommendations, prograrasvs,and poliges that
proposeand legislatgrogressivesocial change.

7TRGD\YV LPSDFW IXQGLQJ FRPPXQLW\ HFKRptafit WKLV SKLO
RUJDQL]DWLRQ GHGLFDWHG WR 3HQDE O edpchtiov & fundingL VV XH G
programs, advises its clients of the importance of emotional engagement with their audiences:

Unlike shorter forms such as news and social media, long form documentary takes

the time to build empathy more deeply, involving audiengestlly and immersing

them fully in the situation of others, prompting them to engage anddacKH 3RZHU

R1 )L @nipact Guidg.

:KLOH WKH GHEDWH FRQWLQXHV RYHU WKH GRFXPHQWDU

represent reality and thesbligation to present it without distortion or deception, there are other

definitions of the documentary and its construct that more closely represent the subject of my



investigation.2QH Rl WKHP UHODWHY WR D ILOPPDNHUthgSubfe@GHUV W I
of a documentary is too technical, obscure or otherwise unfamiliar to an audienaeathey

disconnect from the film and its messages. An artistic strategy to prevent this from happening is

to translate the content of the film into easyitdlerstand conceptual clichZs.

,Q .DUD .HHOIZ®HIWWRR{Y )OLIKW 7KH &LQHPDWLF WKH
Image of Common SenseV KH H[SODLQV ILOPYfV SDELOLW\ WR WHDU D pL
(Keeling, 14) Keeling describes a sensampotor appaatus at work when films are waned that
allows for continuousnovement of audience engagement when the clichZ is employed. When this
movement is sidéracked by unfamiliar (neslichZ) images and messages, a different kind of
movement takes placdhinking. It is therefore essential for the social issue documentarian to
consider the audience in telling a story that is both familiar enough to keep their attention and

SQREOLFKp” DW WLPHV WR VWLPXODWH WKRXJKW DQG HYHQW

2.5 The Four Functions of Documentary Practice:

In hischapter Towards a Poetics of Documentarivlichael Renov identifies four
fundamental functions attributable to documentary pradiicescord, reveal, or preserve
persuade or promate analyze or interrogateo expresgRenov, 25)These categories are
essential to understanding how and why the documentary makes claims to the real, how it
influences changemakers, how it critically challenges social injustices and finally, how it affects

audiences it tgrets andvith which it engages.
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,Q 3IDWULFLD $XIGHUKH LG H g€énré RactmeterWFivhaARe&p U\ RI WKH
Short Introductionshecites WKH IRXU 2BIRXQGLQJ IDW Kad first iddrtifisl WKH GRFXP
1971 by Erik Barnouw in his book, simply titledpcumentary? S REHUW )ODKHUW\ WKH
Dziga Vertov, the Reporter; young Joris Ivens, the Painter(&vhn) Grierson, the Advocdte
(Aufderheide, 130)The work of tlese early pioneers can be seen to reprdbeitpreferred
Renovian function of documentary practiegth his heralded ethnographic account of the life of
an Inuit and his familyiNanook of the NorthFlahertythe ExplorerHPERGLHYV WKH IXQFWLR
recood SUHVHUYH PRé&vioidR unkhdih Dulures in previously unknown parts of the
world; with his depictionsof Russiarclass structuredMan with a Movie Camejaand
colonialism A Sixth Part of the Wor[d 9 HUWRY WKH 5HSRUWHUR QX OWVIROD @ D5\
RULQWHUURJDWH DV KH TXHVWLRQYV tBeRdssidn/Glate QodrdRoaf FRZ D C
Trade forintroducingaudio speeches aknin onvinyl records toSamitribes, theSoviet Arctic
native peoplelvens the Painter uses a photmginic palette iflRainto structure visudy attractive
scenes to express meaning and emotion; and finally, Grierson the Adreyratsents the
function to promote and persuagéh his government mandate to use documentary #ibm
bring about positive sb L D O F (RDs@nihdl, 6at the stateun National Film Board of Canada.
5HQRYTV IRXU IXQFWLRQV RI GRFXPHQWDU\ ILOP FDQ EH
an inherent quality of the documentary film as a persuasive communications tool, a cemulativ
function of all four.
2.6 Production Methodologies to Promote Social Change:
As documentary film evolveth the middle of the twentieth centyrseveral experimental

methods of production, distributipand exhibition were used to accelerate and ameliorate the



genre’s ability to affect social change. Bill Nichols introducesx “modes” of documentary
filmmaking that define the styles of the contemporary sassle documentary.

One of these modes, Paipatory, haslemonstrated a measurable effectivemess
influencing changmakers. In addition to Nichols and Winston, proponents of this theory include
Janine MarchessaulMfrror Machine: Video and Identijyand Brian Rustedlhe Politics of
Distribution and Counterpubligs

Along with Ivens, anothegarlydocumentediseof this approaclkas a methodologwas
by a Quebec priest, Father Albert Tessier, to involve rural communities in the filmmaking process
(VZronneauThe Cinema of Quebpd his mode alsoxtended into other forms of involvement.

In addition to contributing to the film’s production and audience participation, this inclusive
documentary technique extended to the film’s distribution. A grass-roots release of these
documentaries became parttloé process where screenings were held within the profiled
communities, often to those individuals showcased in the films. Film scholar Brian Rusted
explains this process in his ess@iie Politics of Distribution and Counterpublics

(By) imbuing documermtry cinema with radical participatory impulses at the

levels of both production and distribution, (thigpegach created) a revolution in

community organizing and development of communications which continues to

this day(Rusted 405)!

Documentary film scholar Janine Marchessault defines this mode in terms of its function
to introduce a new dimension of tretiling to the documentary’s content: “The participatory
approach to documentary filmmaking is not a stylistic but an ethicajengant with the process
of representatioh(Marchessault, 16). The documentary film had adopted a new voice in its story

telling method- the interview subject amplifying and refining messages necessary to stimulate

progressive social change.



Today, the use of participatory filmmaking in documentary is adapting to new technology
and affordances in the digital domain. This will be explored to greater extent in Chapter 5, but its
expanded use provides documentary audiences more immediate and direct opportunities for
activism, DV 6LREKDQ 27)0\QQ H[SSPOBRXARHQWD K HW BB DUP RUSKLF
Webdoc, Interactive, Transmedia, Participatory and Beyond
(T)he impact of social media and the rise of participatory strategies of engagement
have positioned audiences as collaborators and creators who can expect an
immediacy of response DQG WKH RSSRUWXQLWIS2)RU DIJIHQF\ 27)0\QC(
7KH 3SDUWLFLSDQWYV™ DUH HQJDJLQJ PRUH DV %EnR&ODERUDW |
content to documentary projects, amplifying their voice and reaching many more viewers through
social media channels. Among this expanded audience is the changemaker. They can be reached
more easily through a digital connection and as we will explore in Chapter 4, and sometimes even
serve as collaborators themselves.
2.7 The Seven Modes of Documentary Film
As alluded to previously in this chapter, Bill Nichols describes a style of documentary
filmmaking that has seen much success in audience engagement and social change outcomes: the
participatory mode, one of seven modes of documentary filmmaking he identifies (the other six
being Expository, Poetic, Observatiah ReflexivePerformativeand Interactive?). He describes
this inclusive mode as embracing not just the subject(s) of the documentary, but its audience as
ZHOO 37KLV PR G3pebkabouttham ¥ Wdnhhlation into something that is closer
to | speak with them forusDV WKH ILOPPDNHUYV LQWHUDFWLRQV JLYH X
SDUWLFXODU SR UWidh&QInRoldurtk 1 DR &OOWile proven to be a successful

technique with the Fogo Process, Brian Winston argues that here, the filmmaker has introduced a

$106&'I()*'+,-*./'1012'13,41,22'2156!7.-&1841.)1&.4! 1"#$%&' (#)%"*#%*+%(',-"#!9P0&.+2!:2.*.1);!<=58.4&'2!.)1$#>?@



moral responsibility required of the filmmaker as to how much to show through that window, a
responsibility seldom assumed. In his es§a@e Tradition of the Victim in Griersonian
Documentay”, Winston asserts that when workingliis mode, the filmmaker fail® consider
the “vulnerable individual”. In fact, the profiled family members in Tanya Ballantyne’s The
Things | Cannot Changevere harshly ridiculed by their neighbours following flien’s public
airing on the Canadian Broadcasting Corporation’s national television network causing them to
suffer “further alienation and ostracism, forcing them to move” (Waugh, et al, 11).
Winston further illustrates the filmmaker’s culpability in this process: “By choosing

victims...the moral and ethical implications...are not only ignored, they are dismissed as
infringements of filmmakers’ freedoms” (Winston, New Challenges276).

The significace of this mode extendeyond safeguarding interview suligérom
public ridicule; it also offeran enhanced mode of communication to those charged with
improving the es of those profiled, as Rustediggests. It empowers the filmmaker and the
community participants to explain their situatimore effectivelyto government officials and
thusserves as a more powerful influence for social change. The partnership between filmmaker
and community creates a strong and unique voice in communicating social need®ito

Theparticipatory modewes a lot to the adwe of a new technology introduced in the
mid-1960s, the Sony Portapak. As its name suggests, the Portapak was a portable video recorder
that allowed for instant viewing of recorded material, unlike its predecessor, film. Its relative
easeof-use and smaltecamera unit, together with its instant playback, made the new equipment
accessible to everyone, especially interview subjé€ne. of thebest examplesf using this new
technology and one of the most cited examples of the successful usespairticgpatory modeo

affect social changeyasa collection of twentysix films made of the people of Fogo Island in



1967 and 1968 known as tNewfoundland Projecteries(\\Waugh, et k 224). Inspired by the
communitybased approach of Father Tessier in Quebec, documentary filmmaker Colin Low
employed thigechnique for th&lational Film Board of Canada seri€hallenge for Change
(CFC).
Thefive thousangeople living in theNewfoundland &hing villageon Fogo Island

were slated to be relocated by the federal government in response to the dire poverty growing
there at the time. Resisting this unwanted move, the villagers eagerly participatedifi V
experimentFogo residents actually shoiuch of the footagthemselvesnd were brought in to
the editing process where their contributiorere encouraged and acted uiisee Fig. ). As a
GLUHFW UHVXOW RI VFUHHQLQJ WKHVH G RhieCard@avDU\ ILOPV '
governmernjtsaapped the relocation plan, and in its stead provided assistance and encouragement
WR WKH LVODQGHUV WR VWDUW D ILY&1EQ I6HJRRSHUDWLYH DQ(

Film demonstrated its utility as a vital communications tool for the citizens of Candda an
its governmenand the participatory approach provided an enhanced form of credibility to the
claims made by Fogo residents previously made only through writtenitexas able to deliver a
message of urgency via actual footage of Fogo islandersisgehifectly to the camera about
being affected adversely by the proposed government reloca@nething that written texts and
formal speeches had failed to delivierits description of the Fogo film series, the NFB describes
the films as showing howWKH SURFHVYV 3FDQ EH D FDWDO\VW IRU VRFLD(
PHDQV Rl FRPPXQWDWGRBDWLRQ WR )RJR ,VODQG " 1DWLRQDC
website).

As previously examinedt is rare for a documentary film to demonstrate a direct iinpac

on action thatauses progressive social reformowever, the Fogo experiment is one of the rare



examples of the measureable impact a documentary can have in assisting in the process. Instead
of serving as an executive producer, as the government hasdeeto do in its earlier
partnerships with the filmmaker and the corporate sector, federal bureaucrats in this tag@nce
on the roleof the audience. Social change was instituted by the government as a result of
Canadian citizens, now working withe filmmaker, communicating their social needs directly
WKURXJK ILOP 7KH\ ZHUH DEOH WR FKDQJH WKH JRYHUQPHQ
homes. With the earlier goals of immigration, promotion and education, we have seen the
government use tHidmmaker to create the potential for social change for its citizens, even
though its films might be classified as examples of government propaganda; now, we see the
people of Canada, at least those on Fogo Island, working in conjunction with the filmimake
create selhuthored forms of social changemmunicatiorby influencing the government
through personal filmed testimony.

Documentary film scholar Janine Marchessdelfines this mode in terms of its function
to introduce a new dimension of tretigling WR WKH GRFXPHQWDU\TV FRQWHQW
approach to documentary filmmaking is not a stylistic but an ethical engagentettievirocess
of representation(Marchessault, 16)lhe documentary film had adopted a new voice in its story
telling methodthedocumentary subjectadding a key partner to the triumvirate of filmmaker
governmentorporate sectoW KDW HPHUJHG LQ &DQDGD favidlaiplifydd GRFXPH
and refining messages necessary to stimulate progressive social di@gego example
repositions the filmmaker as partner and collaborator in both the filmmaking process with
interview subjects, but alsssan advocate for them with the gomarentafter the filmmaking
process This tageted audience of changakersused the films to institute a policy that best

served those profiled in the Fogo film series.



Following up on the success of the Fogo Process and making use of thertegyval
video technologywas another experiment, this time with an impoverished urban community in
Montreal:VTR StJacqueg1969).The people of S8acques, amall neighbourhood in Montreal,
had wanted to improve thegommunityand formed a Citizens @unittee comprised of
SZRUNHUV XQHPSOR\HG VWXGHQWV KRKYHZIMEgNWeID QG ZHOIL
One of the first projects of the committee was to establish a medical clinic for its neighbourhood,
SDIWHU SHWLWLRQLQJHMQIRD LEHW R/ KKKl VIIEXGWEERUB O Hdfe
was a need to communicate the existence of this clinic to the community but, as the film suggests,
DFFHVV WR WKH PDLQVWUHDP PHGLD LV QRMWeH DM\ DYDLOD
Jaques. $V D UHVXOW WKH &)& ILOPPDNHUV DVNHG WKLV TXHVW
KDG WKH WHFKQRORJ\ Rl FRPPXQ(KRD WIRSJatquedakdkdt o) RZQ K
to document the experiment of putting the new portable video teadynwldhe hands of the
needy for the purpose of communicating better to the authorities.

After a brief training session with CFC filmmakers, the members of tlajues
Citizens Committee began filming each other. One of the interestingsrestihis training is how
quickly the inexperienced filmmakers adapted to all aspects of filmmaking, not just camera
operation. In one scene, the committee watches one of its members being interviewed about
unemployment in the neighbourhood. He statesdha of the reasons for this problem is that
women are entering the workforce. They should stay home, he says. The interviewer asks if they
are taking work away from men and he emphatically agrees. The committee watching this
interview instantly become badcast editors. They say they should not include this interview in

ZKDW WKH\ SODQ WR SUHVHQW SXEOLFO\ EHFDXVH 3KH UHSUL



PHPEHU UHPLQGY WKH FRPPLWWHH WKDW LW LV 3KLV™ RSLQLEF
to be heard. Editing, the film says, is the hardest part of the process.

It is also one of the most surprising aspects of participation in the documentary
filmmaking process for the inexperienced Citizens Committee members. There was some concer
among journalists that the opportunity afforded thd&igues community might result in the tail
wagging the dog, transforming their documentary from an objective report into a subjective
HGLWRULDO :KLOH WKLV ZDV F OH bité o6fprépagandarRasjuenatihg H TV L C
as responsible journalism loomed. Canadian broadcast journalist Patrick Watson expressed this
concern in a 1970 article in the national arts magaantecanada 3, WV RQH WKLQJ WR KI
participate in planning and em shooting a film about their lives, quite another to Iveohem in
the editing procesqWatson, 14).

The most intriguing objection to the entire

process came from the Montreal media themselve
In the film, a press conference is held and local
journalists, dressed in formal suits, show up only t

learn the committee wants to interview them on

but this | don't like

camera for the film project. This did not go over

ZHOO $W RQH SRLQW D MRXUQDOLVW VITOWE 4 Hq U H EHLQJ
Disgruntled reporteVTR Stlacques

ILOPHG«, GRQTW NQRZzZ zZK\ =~ $ " QHUYRXVFRPPLWWHH

member tries to explain something she did not think needed explanation. After all, journalists
show up to eves all the time without advance notice or permission and film those involved in

the name of news. Why could the Citizens Committee not do the same? Another irate reporter,



feeling ambushe(see Fig4) VD\V 3, FRPH KHUH DQG VXG6HQO\ ,fP D VW
DGYDQFH SHWKIOHEYV HXW WKleM, VIRGSRI&Huas OLNH

It is with incredible irony that the media stake their claim with these objections. The
privileged hegemony of Canadian journalism is clearly resisting thefribe other, the (non?)
working class in this democratising tactic afforded by the new video technology and the
participatory modef documentary filmmaking.

7KH SRUWDEOH WHFKQRORJ\ FHUWDLQO\ FRQWUeEXWHG
better with government officials, but the two directors of the film (onreameraDorothy Todd
HZnaut from the conmunity;the other, Bonni&herr Klein behind the camera from the NFB)
make an interesting point about how this new equipment impact® &H GRFXPHQWDU\{V DI
cause social change:

Video equipment does not create dynamism where none is latent; it does not create
action or ideas; these depend on the people who use it. Used responsively and
creatively, it can accelerate perception anderstanding,ra therefore accelerate
action(Sherr Klein,Todd HZnaut5).

As we will examine in subsequent chapters, advances in technology frequently serve the
JRDO RI IDFLOLWDWLQJ WKH GRFXPHQWDU\ stréd@evinDisSLOL W\ V
power to serve as an agent of social change.

2.8  Studio D:

The participatory mode, as it was developed and practiced in documentary film production
in Canada, often provided a voice to those who cootdpeak for themselves. Father Tiess
provided representation to remote aboriginal communities and Colin Low represented the remote

fishing community of Fogo Islandboth communities in dire need of economic improvement.



Another disenfranchised community in Canatl@omen took advantagef this new mode of
community filmmaking within the NFB to improve their own situation.

On December 7, 1970, the Canadian government releas@dyieCommission Report
on the Status of Women calling on all government agencies teasess their employme
structures. In particular, Recommendations 4 and 5 specifically calléa @yencies and
departments oF IHGHUDO SURYLQFLDO DQG W Hddgtve wWwtRelhltibg@f JRYHU Q|
women and for equal paRoyal Commission Report on the Status of Women, 395396). This
documentvas a direct response acshift towards acknowledging women as citizens and
attending to their voice. As a higirofile federal agency, tHeFB realizel they needed to address
gender equality both withiils own ranks asvell as on screeta move the hierarchy of the NFB
strongly resisted.

While working within a government agenagthe NFB xand making films to present to
another government entitythe legislators in Ottawachallenges surfaced that would make the
community filmmaking process problematic. The structural change at the NFB to allow more
women filmmakers and more films with a distinctive voice of wonvas a difficult one for té
NFBtomakeT KH 1)% fV V H][ tinnePhad Wéepratsvfeaching all the vibagk to
Grierson who sauittle place for women in film production, as described by Gail Vanstone in her
book,D is for Daring.

From its earliest days, almost without exception, the NFB had excluded women

from formal filmmaking, following NFBIRXQGHU -RKQ *ULHUVRQYV SKLOF

that women shad not assume prominent rol@ganstone, 38).

However, the political climate in Canada at the time played a key role in establishing the
1) % 7 Vwbn@division, Studi®. In developing programs foW KH 8QLWHG 1DWLRQYV

,QWHUQDWLR QDi®19RRH¢CefistlianBi BYHU QP HQW DV NHGnixé Kts) 1)% WR



SULRULWLHV  DQG FUHDWH D ZRPHQYV amRtine[BBAYWEKDW ZRXOC
result, Studio D was bor&studio DwasHVWDEOLVKHG LQ D 3PRGHVW™ ORFDWL
room in the basement) with a small st&ftudio membes found themselves in a state of
3SHUSHW XD O (@ansdn&) BS1ph@hE National Film Board in these early days, if not
aways.6WXGLR ' KDG D PDQGDWH RI EULQJLQJ DERXW VRFLDO F
OLEHUDOLVP" WKWWFEBEDQLHF XDV MWEKOH DQG WKDW VWDWH |
DFKLHYLQJ FKDQWanhstome| B RP MXLV FDVH WKH 3 VWDWH DFWLR
made by the women of Studio D.

6WXGLR 'V IRXQGHU DQG Kudrked witTheaCk&@idhekPoréohan@eQ R Q
seriesand adopted participatory modepproach to her documentary stoejling style. As we
explored previously with the Fogo experimeGtKDQQRQYYV PHWKRG RI VHHLQJ VWI
Rl 30OLIH H[SHULHQFH’ lish@ nijdeHrGst KetibewfBmalefilhddker and female
interview subjects in her film seri&orking Mothersmade under th€hallenge for Change
bannerWhile the NFB may not have provided all the support she would have liked, its official
description othe series heralds it as an important body of woggamotingV RFLDO FKDQJH 3
series) offer(s) audiences a point from which to assess the gains made by women over the last two
decades, and emphasiz(es) the ongoing need for social and politicgé cha®@D Q VW R Q H

7KH SDUWLFXODU DSSURDFK RI VKRZFDVLQJ LQGLYLGXDC
lives with an analysis of how women were defined at the time and oppressed and repressed by
socic SROLWLFDO VWUXFW X U Hothet Verhloist idcguentabianfvihRage\ & HV | R
al, 44), but getting funding and green lights from the entrenched male hegemony of the NFB was
a struggle. As a result, Shannon employed new techniques in meetings with them to achieve the

goals of Studio D. TerrBash, director of the Oscarinning film If You Love This Plangt



remembers the unique approach Shannon took to get her documentary about the dangers of
nuclear warfare funded:

We had weeks and weeks of meetings with these men and she totally unnerved them

because she knitted all the way through. It was extraordinary to watch these big,

powerful bureaucrats having temper tantrums, only to be met with a look of disdain

from the stony face of Kathleen Shannon and the rhythmic clacking sound of knit

one, purlone. ... When it was clear that we had won, Kathleekeld@at me and

VPLOHG DWeB yduvd got ydur film and I've got a new sweatéNash, 38)

The controversial film was labelled propaganda by the US governgedrstill went on to
win theAcademy Award that year in the category of Best Documentary $damonstrating the
strength of the film as an influential political tool, 4DV HPEUDFHG E\ &DQDGDYV RZC
when Prime Minister Pierre Trudeau invited the star of the film, BterCaldicott, to a policy
sesion on international affairs. ThY PD\ KDYH 3SOD\HG D VPDOO EXW LQVWU
JHQHVLV RI 7UXGHD XV (\Rdsipns, &1 F\Hieth€) it W dD Mtlisynidt as
significant as the fact thatsymbioticrelationship between the filmmaker and government
collaborator was emerging.

$W WKH WLPH D ZRPHQTV OLEHUDWLRan¥c féDQ 3WKH St
Personal is Politcdl UHIOHFWHG WKH IRFXV RI PDQ\ RI 6 WXGdAR "V ILC
strengthening of the objective first realized by Colin Low andXhallenge for Changgeries in
which the filmmaker was now using the medium as an enhanced communications tool and one of
social activism to influence the government to enact progressoial reforms.

These new documentary styles and voices added to the growing use of the documentary as
an instrument of social change, Imaw the filmmaker was delivering the message directly to

those charged with affecting social changeany of the fims of Studio Dfollowing the

precedent set by the Fogo Process, illustrate that it is npattieipatory modalone that yields



social change results most expeditiously, but rather targeting the changeimadtlyras the
ILOPTV LQWH Q G ELGtomiXig IstylQdnti cdht@ri to best accommodateribenls
2.9  The Direct Approach to Influencing Social Change:

7KH ODFN RI HYLGHQFH GLUHFWO\ OLQNLQJ D GRFXPHQW
on social change is not widetpnsideredMany bdieve An Inconvenient Truttvas the reason
for the surge iglobal climate action when in fact, the United Nations was holding climate change
conferences ever since the Kyoto Protocdl987, nine years before the film was made. There is
a perception thagocial issue documentaries and activist documentaries result in social change
RXWFRPHYV EXW DV %thée DnQeriying ¥sAauRQioN &f most social documentaries
that they shall act as agents of refcand changeis almost nevedemonstrated(Winston,
Claiming the Real236).In the rare instances when there is a direct connection, there is a
common factor: presenting the film directly to the changemaker. Instead of influencing a general,
public audience who may or may nottake W LRQ WR H[WHQG WKH ILOPYV LQIOX
documentarieike The Newfoundland Projethatare made for and presented to those charged
with affecting social change demonstrate the strongest and most consistent connection between
the documentarfilm and social chang@&Vhile naysayers insist there is seldom evidence proving
D GRFXPHQWDU\ ILOPYV DELOLW\ WR FDXVH VRFLDO FKDQJH
filmmaker and the changemaker holds promise that a direct connection betd@mmeentary
and its intended social change is not only possible, but measureable.

,Q D VWXG\ RQ WKH LQIOXHQFH RI WKH GRFXPHQWDU\
PDNHUV DQG SROLF\PDNHUV®™ FRQGXFWHG E\ 'U *HRUJH )HUU
Ministry of Agriculture, Food and Rural Affairs, involving a series of interviews with his fellow

bureaucrats, some definitive attitudes on film as a preferred and effective information source for



policymakers is revealed. Here is a typical comment from a government bureaucrat who served as
a research subject in the study:
I read significant documents all the time, but it goes out of my mind as I read the
QH[W VLIJQLILFDQW WKLQJ , NHHS VKLIWLQJ VHYHUDO WL
has much more lasting power. The video in my mind has more lasting impact than a
UHSRUW OD\EH LWV WKH FRQFHQWUDWLRQ IDFWRU DV Z
make my way througha 50-SDJH UHSRUW « EXW D YLGHR FDQ WDNH \
concept in 15 minutes and add a human dimension that the report cannot (Ferreira
et al, 33).
But how does the community reach the policymaker when distance is a barrier? It is often
too costly and time-consuming to visit remote communities to see first-hand the social problems
requiring government support, but together with the filmmaker, documentaries made in the
remote communities and presented to the policymaker promise to bridge that geo-communicative
gap.
In particular, the participatory film method that Joris Ivens and Father Tessier pioneered
and that Colin Low developed, is seen to be particularly valuable to policymakers with respect to
understanding the social situation in remote locations. The report refers to the Fogo Process
VSHFLILFDOO\ FDOOLQJ LW Ds dsk mdddl R thik SldyQF&r@iethEHG HQ W’
1,22). Dr. FerreirafV VW X G\ ZriilienEibg@oMdr@ment Decision Makers Through
Facilitative Communication via CommuniBroduced Vides: The Case of Remote Aboriginal
Communities in Northwestern OntariCanadaand as we have seen from the Fogo experiment,
community involvement in the documentary filmmaking process provides a context specific to
WKH VXEMHFW FRPPXQLW\ QRW PHUHO\ WKH SHUVSHFWLYH R
The study focused on a series of community-based films on the economically-

impoverished aboriginal Keewaytinook-Okimakanak communities in Northwestern Ontario that

was produced and presented over a two-year period (2003 to 2005) to twenty-two decision



makersat Industry Canada and the Ontario Ministry of Agriculture, Food and Rural Affairs. The

study presents five conclusive findings on how government officials vietilrtteeand how they

influence their decisions:

X

X

X

community produced videos provide a highly valuable context for policy makers
about communities;

videos can be used to inform and galvanize federal staff working in the service of
these communities who might not otherwise have the opportunity to visit these
communities or meet their inhabitants;

communityproduced videos are a legitimate and effectwag of providing
gualitative data for policynaking processes;

videos can serve as an organizing structure or event around which senior
bureaucrats and politicians can form policy directives and influence other policy
makers; and

videos have the potentitd influence policy makers, thereby shifting the direction
of policy in response to community needs and aspirations.

(Ferreiraet al, 1)

The repat clearly attributes communigroduced videos as an influential, legitimate and

effective source of datarf@olicymakers. The particular style thie Fogo Processthe

participatory modeof documentary filmmakingnd presenting the films directly to changemakers

+tSURYLGHV IXUWKHU HYLGHQFH RI WKH &DQDGLDQ GRFXPHQV

itV FRXQWU\TV JRYHUQPHQW SROLF\PDNHUV $JDLQ ZH VHH W

partner working together to change policy from the bottom up. Originally, it was shown how the

government used the filmmaker to create social change from the top down.

The program that Dr. Ferreira began in 2003 established andagieal dialogue between

the aboriginaKeewaytinookOkimakanakcommunities in Northwestern Ontaaod federal

policymakers. According to Dr. Ferreira, the program never ended. After thetmae were

trained in filmmaking and editing, they continued to produce films on social and economic issues

related to their communities for federal policymakadging thathe native communities of

I1RUWKHUQ 2QWDULR KDYH SURBRRBE RXYQAGUWHHRFY VLIQERW Wi



Dr. FerrerafV UHVHDUFK TXRWHYV D VHQLRU SURJUDP RIILFHU
VXPPDUL]HV KLV GHSDUWPHQWYV DSSUHFLDWLRQ RI GRFXPHC
7TKHUHTV D EXUHDXFUDWLF EDUU L Hdde Véddde\ilirecaRHVQITW DO
, I \RX GRQTW KDYH L Q-onreXperignteQf@ce O fac® WitG the
SHRSOH GRLQJ WKH ZRUN LQ UHPRWH RU UXUDO DUHDV
ZKDW LWYV OLNH <RXYYH JRW WR KDYH VRFPHWKLQJ WR
IRU ZKDWTYTV JRLQJ RQ ,I \RX FDQTW PDNH WKH YLVLW \F
RI GRLQJ LW $QG VR ZHYYH JRW WR WKLQN RI RWKHU 2z
KDSSHQLQJ RQ WKH JURXQG 9LGHRV HVSHFLDOO\ WKH
conjunction withthe communities, really can go a long way in filling that gap
(Ferreiraet al, 167168).
This assessment reveals the trust placed on the content and messages delivered in these
films by government officials through the participatory mquecess. The qued bureaucrat
articulates that the communibased method provides a credibility to policymakers that the
community representing the policy to be changed is represented directly in the film, not as a mere
interview subject, but as an active participardpg@roducer of the film to a degree, so that an
understanding beyond what is traditionally available through text alone can be achieved.
To show firsthand the conditions in which a community is living, presented by members
of that community in their owwords, provides more credibility of the issue being profiled. As
RQH IHGHUDO SURJUDP RIILFHU VDLG LQ 'U )HUUHLUDYV UHV
When a bureaucrat visits a (remote) community they come with their own pre
conceived notions and ideas and often, because thef\donv WD\ YHU\ ORQJ RU W
RQO\ VHH WKH VXUIDFH WKH EURNHQ GRZQ WUXFNV DOO
whole story. What these videos allow the communities to do is construct the image
WKDW WKH\ VHH RI WKHPVHOYHV D @tones®erieirdD\ LWV DF\
et al, 170).
7KLYV PRGHO LOOXVWUDWHYV D GHVLUH IRU WKLV NLQG RI
KRQHVW" GDWD GHOLYHU\ V\VWHP WR DVVHVV D VLWXDWLRQ

relationship between the filmmakand the government whereby a particular style of
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documentary filmmaking is being invited by the government, now acting as eager accomplices,
working with activist filmmakers to collaborate for progressive social change for its nation’s

citizens.

2.10 Conclusion:

Thepatrticipatory modéntroduced a new way of perceiving documentary content,
messagesand calls to actiorMaking documentaries in this style and presenting them directly to
the changemaker seem to yield the best and most measurable resyiaciting on social
changeTheoretical reconstructions of the genre such as this are frequently aimed at influencing
an audience to actido drive members of society to be the catalysts of their pmogressive
social changeRenov’s four functions of documentary filmmakingthe persuade, to interrogate,
to express and to preservall contribute to influence social change usingphgicipatory mode
One subgenre in particular, ecmmema, is adopting thiepistemologicaapproacho further
retrain its audience’s perception and motivate them to attiroughways that are more semiotic

than othemore traditionatlocumentarypproaches



Chapter 3: Ecocinemaand Semiotic Storytelling

Figure 1
The Antarctica Challenge: A Global Warni(@009).

3.1 Introduction:

Much of the theorgxamined in the previous chaptatdresses how the documentary film,
its styles, formsand modesalong withits accompanying technologies and exhibition platforms
can be used to enhance its ability to successfully influence and inform those charged with creating
progressive social chge. This chapter focuses the theory behindne subkgenre, in particular,
and its semiotic approach to st@hing: ecocinema, a term first coined by film critic Scott
MacDonald in his 2004 essd&yoward an Ece&Cinemd& (MacDonald,“Toward arEco-Cinem&,

109).This specific approach is profiled agiigmentshe documentary film’s ability to inform
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power and influence social changeaunique fashionlt also serves as a speciapproach taken
to produce a gomedia project | have created the international environmental policymakers of
the United Nations &t will be examined in Chapter 6

Ecocinemacovers a lot of ground, literally, metaphorically and even geospatially, so for
the purpose of this chapter and to maintain farusny thess, this chapter will not be examining
the fictional films that comprise this critical area. Instead, particular attention will be given to the
environmental documentary RU DV LW LV FRPPRQGR HQIR 2y fakhstdndH F R
how new and emerging theory and practice are shaping its use as an instrument of global change in
sociopolitical and geepolitical policy andeducationapractice A fair question to asks why has
the environmentallyhemed documeary been privileged with itswn set of production theories;
what is it about stories related to environmental issues that require special attention to move
audiences to actiomore than other documentaries examining other social issues?

One of the answs often provided in ecocriticism is that ecocineaddresses
environmental issues that are global in nature and few other social issues are as comprehensively
universal to the human experience than those of the environgeamthilisophical theorists such
as Felix Guattari advocate that a retraining of perception is required in aHpsaitical areas,
including the way environmental documentaries are madeused as communication tools to
inform power.Guattari argues thalis is necessany providea fuller understanding of thdobal
threat of mangnvironmental issudabat we ourselves are causjfugit may not be aware.dh his
essayhaosmosis: An Ethieaesthetic ParadigimGuattari argues for the need to change the
way we perceig environmental issués understand and act on more effective levels:

Our survival on this planet is not only threatened by environmental damage but by a

degeneration in the fabric of social solidarity and in the modes of psychical life,

which must literdly be reinvented. The refoundation of politics will have to pass
through the aesthetic and analytical dimensions implied in the three ecoldigges



environment, the sociugnd the psyche. We cannot conceive of solutions to the
poisoning of the atmospteeand to global warming due to the greenhouse effect, or
to the problem of population control, without a mutation of mentality, without
promoting a new art of living in sociefguattari,Chaosmosis20).
*XDWWDULTV 3P XW Os\ehuirr€ll, Rd arRyjHe®, direditoéntal issues
require a new way of lireg seen and conceiveéd have mankind change its relationship with it and
to change the mistakes it has already made to it. Therefore, theotrabitiethods of audience
engagement used in documentary filrith environmental themes nesalbe similarly adjusted.
The use of film to reveal the world in terms of environmental themes goes back to the very origins
of film itself. Some of the very firslocumentary featurengthfilms were environmentally
themed aimed at bringing unknown parts of the world to the rest of the world. In particular, the
polar regions seemed to hold special interest. FilmsSigh(1919),Romance athe Far Fur
Country(1920),Nanook of the Nortf1922),andA Sixth Part of the Worl{1L926) wereall shotin
whole or in parin either the Arctic or Antarctica. With thexception ofSouth Sir Ernest
6KDFNOHWRQYV ILOP ORJ RI KLV HI[SORUDWRU\ YR\DJH WR $Q
ethnographic profiles gdeople(Inuit and Sami, primarilyhative to these frozen climes and how
their communitiesvereimpacted bynational capitalisticandtechnologicatolonialism
These earlyorays into documenting the natural workdied less on story and more on
observationThis approachmore closely resemtdel LFKROVY PRGH RI UHIOH[LYH RU
documentary filmmakig. Curiously, the genre is coming full circle as new theory suggests a
return to this expositional observartmg with semiotic, implicative narrativés establish
* X D W Vihiutatiofh 6f mentality  WpKniry goal of ecocinema, as Scott Macdonaichoes

ZLWK KLV FDOO IRU D 3UiH Nil@$3ayphe@dodkensaHEkpEh€SC8/ LR Q °
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offering an alternative to conventional media spectatorship, like a garden wi

themachine of modern life(MacDonald, The Ecocinema Experienéedb).

The garden Macdonald refersitwokes images of environmental content consistent with
most ecocinent& films, but it also serves as a metaphor of a thriving ecology that is constantly
growing and being maintaindyy filmmakergardenersThis evolving ecology has seen a
VLIQLILFDQW FKDQJH PDGH WR WKH JDUGHQYV vaHUbidHQYLURC
was the only way of capturing reality and sharing those images with vidweughouthe world
for the documentary filmwhile this medium was impressive, it took a mere one hundred years to
replace it almost completely with a format tisabat only less vulnerable to deterioration, but able
to reach many more people imauchmore immediatéashion

As a subgenre of documentary film, ecocinema defines itself in epistemological terms with
araisonrGfHWUH WR HGXFDWH LQIRUP DQG WKHQ PRYH DXGLHQF
beneficial change for both the planet and its inhabit®#ala Will@quetMaricondiprovides this
definition in her bookraming the World: Explorations in Ecocriticism and FilBcocinema has
3F R QV F LirRa¥MdgaiHdvactivist intentions, as well as responsibility to heighten awareness
about contemporary issues and pigas affecting planetary healtfWilloquet-Maricondi 2).
However,consciousness and awarenessing arenot simply achieved by providing compelling
information.In ecocinema, new ways of engaging the audience both mentally and emotionally are
beingdeveloped and practicedKtH DX GLHQFHYV WKLQNLQJ LV WDSSHG LQ C
in deciding to act on their own, and not otityoughexplicit exposition.

Many of these new storytelling techniquieave emerged thanks to the digital tools and
related affordances not previously available to the documentary filmntad@einema, in terms of

documentary form intended to influence audiences to action, is a cinematic method of presenting



environmental issues in a didactic and balanced manner inatingpexplicitand implicit
narrativesafforded by digital technologies, theoriend practices. Ecocinematic films are both
familiar as documentary films and unconventianatarrative combining the twio an altogether
new way to show humans the wotliky have so adversely impactudto encourage them to act
to create progressivanvironmental and sociahange on a global basis

3.2  Performing the Database Documentary:

Along with this new technology came new ways of recording and manipulating images,
both in terms of enhancement and distortion. These new digital tools have afforded the
documentary filmmakeereative new methods of storytelling, methods best explored by
ecocinemabDJ Spooky, ak&aul D.Miller, is a digital artist who, like his cinematic ancestors,
created aecocinema projectZ KLFK KH UHIHUV \ahewEasinda pslar RGioaF W~

Antarctica, in his database documentdrra Nova Sinfonia Antarcticg2008). His experimental

piece is not a traditional documentary
viewing experience. It is a film
performed by the flmmakeas images of
Antarctica play oubn twobig screes,

DJ Spooky himself mixes music live

along withlive performances praded by

Figure 2

apianist, violinist and cellist(see Fig. 2
DJ Spooky, right, performing his documentary
At times, the filmmaker will providéve Terra Nova Sinfonia Antarcticg2008)with live
musical accompaniment.

commentary, as opped todescriptive
narration, as hexplainswhy he made the film while it is playing. This unusual artistic approach

SD\V KRPDJH WR WKH HDUO\ GD\V RI -DPHV )UHHUYV DQLPDW
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D FFRPS D btRdinggktion alatabase dagnentarynodto:DOWHU 5XWWPDQTV \Y
of an urban environmerBerlin: Symphony of &reat City butwhile reminiscent of these
pioneering days of the documenta/S R R Wbflarnuse of these audio techniques has an
altogether differenintent.
3 think that people need tearAntarctica becauseitV DW WKH HGJH RI WKH ZR
New York is probably one of the most mediated places on earth. If | have a
conversation at a cafZ, someone will put it on a blog. If | walk down the street,
someor will put photos of it on Flickr . . . Antarctica repretea place mediated
by science (italics are ming (Shembel, 345).
6SRRN\fY JRDO DSSHDUV WR EH LQWURGXFLQJ D UHODWL
maps Antarcticawa&S HVLIQDWHG DV 37HUUD 1RYD™ 1HZ /IDQG DQG DC
(Unknown Land) to the people of the world living outside the scientific community. The disparate
visual content includes the traditional tropes of icebergs and penguins, but hlepagéenic
images of early exploration, scientific researftdgs of the signatory nations of the Antarctica
Treaty and cartography whicall speakW R PDQYfYV DWWHPSW WR XQGHUVWDQG
HYHQ WDPH WKLV ODVW RI WKH ZRUOGYV ZLOG IURQWLHUYV
Nonttraditional narratives play a big role in ecocinema projects such as this. Instead of
guiding the audience through a story with subject interviews and narna¢ierand innovative
ZD\V Rl LQIRUPLQJ GRFXPHQWDU\ DXGL ts@i&udliothd koiteH LQJ WU I
effects and musicztis one way ecocinema is retaining the perception of its audiences. Screening
images without apparent context to any recognizable storyline is another way. With this method,
coupled with live audio cues, audgss are challenged to construct their own story, to be the

ILOP TV abliGnevy &t assimilate the détase osounds andmagespresented to formulate

their own story and conclusions. In so doing, they are uniquely motivated to act taking direction



from themselves indi DG RI IURP WKH ILOPYYVY GLUHFWRU DV LV RIWHQ
documentary.

Spooky has said this projeistcontinually in developmentD 3OLYLQJ" GRFXPHQWD!
ecocinematigardener WR FRQWLQXH 0D F G RUhHIOn@afMdine &nd/rdi$ukeR £b
that itseverchanging flowers may attract and motivate new audiences indefinitely. As we will
HI[SORUH LQ IRUWKFRPLQJ FKDSWHUV WKH PXOWHRIOLQHDU DQ
domain are popular and successfatrativeapproaches for the ecocinema filmmaker.
3.3  Semiotic Storytelling:

I make a distinction between the activist documentary and the social issue documentary:
not all social issue documentaries are activisudoentaries, bunostactivist documentaries are
social issue documeantes. The difference here isnelation toaudience. The activist
documentarian will create a film which the narrative often has a spec#genda to motivate its
audience to actiofhe content is frequently orsded in its approach to the social issue depicted,
lacking a balanced journalisgresentation of the facthat allows the audience to decide for
themselvesPropagandistic in nature, the activist documentary frequently succeeds in its approach
to influencing and motivating its audiences to take actiaracinema theory embraces tass
heavyhandedsocial issue method of documentary flmmaking and often eyaploth journalistic
balance and implicit narratives afforded by semiotic storytetlingotivate its audiences less
explicit, more honest and le$srcefuly intentionalways

In their bookEcocinema Theory and Practicgtephen Rust et alaim that the essential
SXUSRVH RI HFRFLQHPD 3VKRXOG QR WmtkdH lasshrélefil®VH D SROL
aesthetic practicegbut to help create public spaces for debate and ethical argument over the

claims of the environmerior a place in politicalife “ (Rust et al, 295)in so doing, ecocinema
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establishes an ethical countenance in its content and presentation before defithiagréteal
approaches it takes to inform and influence its audie@mes.of the most attributgzhilosophical
re-conceptions of the representations of environmental theméne isvay audiences perceive the
content now delivered in an unconventional form. Adrian Ivakhiv describes this approach to
HFRFLQHPD ILOPPDNLQJ DV D SPDFKLQH WK D/®/ nBrRatrwvelahdXV D OR
semiotic in nature and discloses worlds in which humanity, animality and territory are brdoght in
relationship with each othéflvakhiv, 3An Ecophilosophy of the Moving Imageg7).
This ecophilosophical interpretation of tli@eRFXPHQWDU\ ILOP RZHV D ORW V
theories on the movement image and the time image he desarihisCinema landCinema 2
books respectivelyln particular the affective nature of film begins with perception that causes
affect- an emabnal reaction in the viewer leading them to actidn.documentary terms,
6LREKDQ 27T1)0O\QQ GHILQHV 3DIIHFW™ DV WKH SK\VLFDO H[SHUI
comprehension of information; emotional impact; includes hutodruman interactioand calls
WR DFWLRQ ~ Rdlyeaéa @eQcribes these narrative elements as the pereepdigs, the
affectionimage and the actioimage. In general terms, the perceptiorage is that which the
audience sedwst when viewing a film frequentlyreferred to in cinematic terms as the
establishing shothe affectionimageis how those perceptions affect the vienaten the close
up; and the actiofimage is the resulting action either taken on sc(dentwoeshot)or as | argue
in ecocinemaby the audience. Deleuze identifies the documentary as one of the primary film
JHQUHTV PRVW HIIHFWL Y-ikhage®) LWV XVH RI WKH DFWLRQ
EFRFLQHPDYV LQWHUSUHW D VihhaBeh&dty istt@uhdef$¢iry elplct HP H Q \
QDUUDWLYHV ZLWK LPSOLFLW QDUUDW LCthdrva bbdk, MHPLRWLF W

explains that the timenagein film imbues meaning through speed and whenlistort that speed
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we change our perceptiobreaking the clichZ, as Keeling and Plantinga assert, to cause the viewer
to thinkactively as opposed to view passiveMuch of ecocinema documentary employs this

method of duration distortion and is sometiragtegorized as “slow cinema”, a style in which the

scenes are uncomfortably long to the point of forcing the audience to question why.

In the film The Antarctica Challenge: A Global Warni(gee Fig. ), an ecedoc | made in
2009, this technique was usi the first scene that presented a gladibe long pan without
narration took forty seconds, a lengthy period of time in film to view a scene in which nothing
happens. This slow movement was intended to reflect and underscore the slow movement of
gladers.Historically, the melting and subsequentvament of these frozen rivers arery slow
and this scene is equally slow to highlight this fact. Once this has been established to the audience,
the next glacier scene is antithetically fast. A zoom frpace using satellite photography quickly
lands on the Pinaland Glacier on Antarctica’s west coast, the largest ice drainage basin in the
world. Once the glacier location is establish@de-lapse photography shows the uncharacteristic
rapid movement of the glacier as it moves freshwater ice from the land to the ssamidigc
hyperspeed timamage is intended tpresent an unfamiliar perception of a gla¢eaffect the
audience t@ degree thatnables them to see thegency in natural action and in political re
action.

Ecocinema theoristsee great value and impact on audience engagement through these
deleuzian, semiotic practices.frequent collaborator of DeleuzEelix Guatari, wrote about this
approach in his bookhe Three Ecologigd989), often considered the first to identify the
effectiveness of semiotic narratives in environmental documenthrigdiv’s thesis on the

subject is calledEcologies of the Moving Image: Cinema, Affect, Naf@Bd.3) and Alexa Weik



von Mossner edited a volume of essayrating a collective of scholarly perspectiagsthe
subject entitledMoving Environments: Afée, Emotion, Ecology, and Filif2014)
GuatDULYV WKUHH HFRORJLHV DUH, an® énkib@nméhalRrRGN PHQW
They represerd definition of ecology that extendseyondconventional environmental terms to
include humarsubjectivity and, as such, provides a useful framework to examine how audiences
perceive, are affected by, and act upon the documentaries of ecocinema.
Related to DeH X ] h§adry of perception as a function of the movemarage in film
viewing, Guatari stresses the need to look beyond the capitalistic imperatives that rule most
S HR S O Hdaylifel. Ynsitéhd of perceiving a story in terms that impact on the viewer specifically
and individually zwill I have to move if sea levels rise, for exampl&uatari argues that we need
WR SUHHYDOXDWH WKH SXUSRVH RI ZRUN DQG KXPDQ DFWLYL
of profit and yield (Guatari, The Three Ecologie$7)thus providing the retraining of perception
Macdonald advocate€nce his is achieved, the imperatives of mental ecolagyW &pBropriate
mobilization of individualsD QG VRFLDO VHJ P(&@awry TieW hieeZEKdOGigd7) +
are possible, the ultimate goal of ecocinema in general and adbeisinentary in particular.
*XDWDUULYV VRFLDO HFRORJ\ KDV DWW FEELIRQNFILES W @ BRQF
development of affective and pragmatic cath@xisuman groups of different sizeGuatarrj
The Three Ecologie$0).OncetheSHUFHSWLRQ RI WKH YLHZHU LV UHWUDLC
messages as pertaining to groups of people rather than individuals, global rather than local themes,
the concentration of mental energy of a specific idea affects the viewer in a more profound way
that motivates actiorT his theme igeinforced by other ecocinema scholars, such as Jason W.
Moore who, after being questioned by one of his students, came to understand the Anthropocene

WKH FXUUHQW JHRORJLFDO HSRFK ZKluénke bivtheglddaQHG E\ PDQ



environment) as being more accurately viewed a€#ytalocenesince the majority of our
KXPDQ DFWLYLW\ WKDW KDV LPSDFWHG RXU SODQHW LV EDVE

A further reevaluation of our perceptionrégjuired in the view anpracticeof
environmental ecologyargues Guatarri. Heromotesa restructuring of the current social
PRELOL]DWLRQ R bf&viran@déntal acRistS V-~

3«who sometimes deliberately refuse any lasgale political involvemen

Ecology must stop being associated with the image of a smatlreloving

minority or with qualified specialists. Ecologymmy sense questions the whole of

subjectivity« ~ (Guatarrj The Three Ecologie$?2).
Thesubjectivity to which he refers is the objectivity of environmental ecology, that it be
recognized as a global concern that affects all people, everywhere. This, in turn, helps define
ecocinema as a primary communications tool to inform, influence ancigctirogressive social
change by the world population for the world population. Mental and social ecologies, as he
defines, become valuable theories in ecocinema storytelling to achieve the goal of environmental
ecologyand sustainabilityor all.

Guatari makes the point that is often made that human beings aref plaetearth, not
merely livingon the earth and as such have a responsibility to be aware of and sensitive to our
impact on it. Developing a social and mental ecology yields a monaideation that helps
sustanDQ HFRORJ\ IRU WKH HDUWKYV HQYLURQPHQW 7KH LQWH
environmental ecologies is more transversal than universal in its application making this ecosophy
a foundation for ecocinema documentary projects. The filmmaker takibe draditional and
proven methods of social issue documentary filmmaking when developing narratives that affect
and engage audiences mentally and socially, but when environmental themes are added, the

creative ecology that results blossoms new interectanl methodef documentary storytelling

producingastronger motivation foaudience actian
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Remediating the genre in this manner enhances audience perception, affect and action. By
providing an entirely new environment for viewing an ecocinematic deatary, as DJ Spooky
conceived with his live audio performance and database documeittapmontage, the semiotic
messages of thmediafragments are rationalized and conceptualized by the audience mentally and
applied to action sociallyJnlike an activst documentary that baldly instrudts audience to act,
ecocinema provides as much data as possible immjective mannethat allows the audience to
derive the importance to act on its own thus yielding a melfeconsciousselfmotivated activist.

*XDWDUWRMRSYKNBSOD\V DQ LPSRUWDQW UROH LQ $GULDQ -
ecocinema and ecocriticisfacologies of the Moving Image: Cinema, Affect, Naturethis book,

KH VXSSRUWYV *XD U W-izldtionafactivitykbidtiReeh geiceptwy &ffect and action
using ' H O H XmévBienimage as a framework to analyie particular structure of this new
staytelling and audience engaging process of ecocinematic prdjetts. introductionhe argues
WKDW FLQHPID NVigthdsdne®erms first identified by Martin Heidegggipoiesis
(bringing intoexistencehat which did not exist before) in his es§dye Origin of the Work of Art
1DQG E\ 6WDQOH\ &DYH O O freeptichef ciQdm® o &utidhceShe Woikds S H
Viewed 2

This interrelatedframeworkis a model Ivakhiv refers to @socessrelational:

It is a model that understasithe world, and cinema, to be made up not primarily

of objects, substances, structures, or representations, but rather of relational

processes, encounters, or events. As we watch a movie, we are drawn into a certain

experience, a relational experience immg uswith the world of the film. In turn,

the film-viewing experience changes, however slightly, our own experience of the
world outside the filn{lvakhiv, Ecologies of the Moving Imag#?2).
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This processUHODWLR QD O P RrRGdihidg bi\perdeptinridr édocinematic
documentary filmsThrough it, he argues, the two worlds on screen and outside the cinema
converge providing the audience with a more profound engagement with tdeeead the
actual environment depicted in thien:
JLOPV«FDQ PRYH XV WRZDUG D SHUFHSWLRQ RI WKH ZRL
anthropomorphic), materiality (or geomorphic), and the interperceptual realm from
which the two emerge are richer, in our perception, than when we started. This goes
agains the claims of those who have argued that technological mediation is more a

SDUW RI WKH ZRUOGYV HFRORJL@aKivAdHOgiesHP WKDQ RI L
the Moving Imagel?2).

, Q , YD NKL Yifievhay afidcZ anBt nature work together in ecocinemah the same
ZD\ SHUFHSWLRQ DIIHFW D QBedyrohaudreQceZeRdadenidptothQhe X 1 H 1V
movemenimage ,Y D N kinevh& is a Heideggan or Cavellian world which audiences
willingly enter by devotig its perception to what is @ereen and ignoring the other world
surrounding them in darkness; the audience is then affected by what they perceive, often
emotionally, but alsanentally,intellectuallyand sociallyin ecocinema, as new information about
their world outside the cinema presented; and finally, this affect moves an audience to action to
improve its world or by raising an awareness that makes liedrave and interact better withire
naturalworld.

Anothersemiotictechnique used by ecocinema documentary filmmakers dogaio
,2YDNKLY LV WKH Uadi®& bi\ahbR W ([¥akHiRERoIBdied of the Moving Image
223).By presenting animals in the wild with storylines that parallel hubedravior, audiences
relate better to the characters and immerse themseltes jimesented environment more
significantly. They are more apt to be affected by environmental issues seen on the screen when

the anthropomorphized characters seem to mirror themselves so closely.
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Ivakhiv examines the use of this technique in the phenomenally successtidethe

March of the Penguin@005). The family values depicted
by the Antarctic penguin colonies in the film moved many
people(see Fig. 3, especially during the scenes of

extreme sacrifice made by the parents in feeding and

protecting their young during ferocious stormbe

anthiopomorphized penguins and their hunrii&ke

. . L Fi
lifestyles and values were championed by Christian 'gure 3

The March of the Penguirf2005).
conservatives and conservationists alike. The Anthropomorphizing human

lifestyles toengage audiences on
environmental issues presented subordinate to the penguin  environmental issues.

storylineprovoked media attention on the subject of glet@ming often with references Tthe
March of the Penguins

By reaching audiences with this technigieeMarch of the Penguinsot only laidclaim
to being the seconrdighest grossing documentary of-tithe,® but succeeded in raising the level of
awareness of the environmental issue of global warning by means that affected more people than
other environmental documentarieatthddressed the issue directly

But simply raising awareness is not enough and new methods of engaging the audience
emotiondly and affecting them to thegint of moving them to action athe focus of new theories
of practice in ecocinematic documentary films. In her bdtdying EnvironmentsAffect,
Emotion, Ecology, and FilirAlexa Weik von Mossner explores these methodsuthh a
collection of essays written by leading ecocritical scholahedescribes the entries in her

DQWKRORJ\ DV 3DQ LQWULJIJXLQJ H[SORUDWLRQ RI WKH ZD\V

3 Box Office Mojo. Accessed: January 1, 2018. Link:
http://www.boxofficemojo.com/genres/chart/?id=documentary.htm
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pre-existing emotion systems, relying not only onrgtelling, but also on various filmic
techniques suchs lighting, editing, and musi§¢Weik von Mossner7).

One of the more intriguing and popular methods explored is the use of irony and hamour
achieve this heightened affechmigrants of fiction flmmaking, ne taking up residence in
ecocinematic documentariesn her contribution;‘lrony and Contemporary Ecocinema:

Theorizing a New Affective ParadiginNicole Seymouargues that ironis a new tool for the
ecocinematic filmmaker to draw attention to environmental issues that may be overlooked or not
considered completely.

As a semiotic method, irony can help assist audiences in recognizing the bigger picture of
environmental issues without hatmblding them through the process in an overly didactic and
sometimes alienating way. Trhe Antarctica Challenge: A Global Warningilmed a scene of
“teenage” penguins still being fed by their mothers instead of hunting for krill on their own.It was
suggested that these young penguins araelohgcio stay at home longer thprevious generations
did due to the “bleak prospects” of survival on their own in the outside world. The ironic humour
suggested here is that the film’s human audiences are experiencing the same generational change
in their own families In question periods at film festivals, | was often asked what audience
members could do to help increase the krill populations so the future for a new generation of
pengiins would not be so bleak. Here we see a direct desire to act resulting from the emotional
affect caused by using irony in this way.

As discussed earlier in this chaptelarch of the Penguinsecame a beacon of scientific
evidence for conservative Christians who wished to prove that heterosexual family values
representhe preferred lifestyle for all of God’s creatures. Seymour suggests an ironic alternative

film:



3«ZH PLJKW L PdogfinQptoddced from a campy, queer perspective

ironizing how nature is selectively valued for the ways in which it can advance

human agendas, including homophob{&eymour, 65).
She adds that irony can also serve a more direct purpose for ecobyepalying traditional
tropes used in nature documentaries to unconventional environments. She suggests employing the
reverential depictiolof majestic mountains to inneity environmentsShe correctly states that
VXFK D FLQHPDWLF WWHDRDWP HPMEHR XY QSBHBMERD L]LQJ’
ecocinema ventures more into unconventional environments to explore and reveal the global issues
that are impacting more and more on mankind in its own protected urban landscapes previously
thought to be mp@ HWUDEOH WR WKH UDYDJHV RI QDWXUH 3DV HFRF
definitions of nature and environment to include {dsstideal spaces and entities, irony may
prove tobe a crucial mode of operati6(Seymour, 656).

As crucial as imight be, the use afony is not without its drawbacks in ecocinema
rhetoric.As an effective tool, it can also be used by the propagandist for goals that do not
necessarily fall in line with the progressive social and global change for which ecocinematic
documentary filmmakers generally strivie.his essay,3The Postecologist Condition: Irony as
Symptom and Curé Bronislaw Szerszynskirgues the flaw in the use of irony by
environmentalists:

«the modes of irony typically deployed by environmental gsoupke a
MFRUUHFWLYHY IRUP LQ WKDW WKH\ GUDZ DWWHQWLRQ

reality, or between stated intentions and behaviour, in order to try to overcome

it tfor example, by forcing corporations to act in conformity with their stated pro

environmental objectiveSzerszynski337).
One ofthe dangerLQ WKLV FRUUHFWLYH IRUP RI LURQ\ LQYROYHV Wt
the filmmakerSzerszynskU LJKW O\ SRLQWYV R X ¢anivenBelWedd Kdduddd@P PDNHU

selfdeception and bad faithtironically, the very things they accuse a@tvironmental



capitalists they aim to convetiby being either not fully informed on the issue being represented
or by having an agenda that deliberately omits reasonable data and arguments to the lc@trary.
in this regard the activist documentasyexposed for its propagandistendenciesWhat works
best, according t8zerszynskiis D Q 2 L-asR@QI-UHODWLRQ™ DQ LURQ\ WKDW HP
observer/filmmaker, the one who identifies the irony. This echoes the journalistic approach |
advocage in the creation of social issue documentary and, in particular, the ecocinematic
documentary. By presenting all sides of an issue in a documentary, as is the tenet of responsible
MRXUQDOLVP WKH DXG L H Qriotivatet, Gathér thatie@d\W Rs Bidida/alnérey H O |
powerful advocate for social change than the relatively minimally informed viewer who is acting
on the word of the activist flmmaker. Irony, in this sense, is all inclusive and the audience can
therefore trust the observer/filnaker to a greater degree.

This selfawareness proposed Byerszynskis one of the strongest features of irony as a
ILOPPDNLQJ WRRO IRU HFRFLQHPD IRU 6H\Rd&lexlve ZiKIRe} HHYV WK
critical potential. Used to great extenthumanities studies and often referred to as the double
gaze, this nomexclusive examination yields more data and knowledge, but it too, comes at a price:
3IRU DOO LWV SRWHQW L-8litst goRickl eciioB, @dhylddn HisowhaReFbr Q R Q
inaction: for smug armchair environmentalism oredddBENHU DSDWK\ ~ 6Met®R XU ZD U (
for granted that environmental documentaries are métthethe goal of improving the planet, but
do we question why it fails when it does@ny assists in this sefeflexivity that can only help
LPSURYH HFRFLQHPDYV FRP PXi3edquérsidcassl wEHbRestHhdvadtiehy D Q G

A final examinatiorof a theory unique to ecocinema is one developed by Juan Francisco
Salazar, a Chilean documentary filmmaker and theorist who advocates an additional function to

OLFKDHO 5HQRYfV SUHYLRXVO\ H[DPLQHAGicipatxry Moo W LFLS D WR



Futuring Planetary Change Documentary Filnmi, Salazaproposesn altogether new purpose for
the documentary film in general and for ecocinema in particMaR 3SDFW DV D PRGDOLW\
anticipatory futuring of sociH FRORJ L F O{Saldz&DIQ JH~

HeUHIHUV WR 7RQ\ % H Qe-sWhWapiy\vf ThingStb Sdtind: Expo 88hich
chronicleshow visitors to the event held in Brisbe, Australia enamtered exhibits and
WHFKQRORJLHYV RI WKH 3IXWXUH" +H H[SODLQV WKDW 3:RUOG
WR EH SHUIRUP H Gdla@a/iK By ehgadingHvihthese future technologies, they
make them concrete in the present jmmg the guests with an experience that allows them to
FUHDWH 3DQ DQWLFLSDWRU\ IXWXULQJ RI WKH VHOI" ,Q WRG
particular, those with environmental them®8alazar argues that the same engagement is being
introducedand sought by the flmmaker from their guests, the viewers. By seeing what the future
PD\ KROG WKH DXGLHQFH LV DVNHG WR 3| XW XdiivwelyiwWKHPVHOY
avoiding environmental calamity, a form of cinematic crisis management.

,Q DGGLWLRQ WR OLFKDHO 5HQRY TV IRXU IXQFWLRQDO P

analyzing, recording and expressing, Salazar introduces a neantiegating Thismode

promises the events depicted in the film are not ju

possible, but probable, requiring the audience to ac
in the presento preventhat which they experience
in the I L O Rifuké.As we have seen in other

approaches explored in thiakapter, this new mode

proposed by Salazar is intended to engage and mpve

Figure 4

audiences indirectly, a semiotic method to Life After People (2008)xample of
the anticipatory mode of documentary

complement and underscore the message of the




explicit narratives of ecocinematic documentary filfisis anticipatory mode provides a hew
affect for audiences, one of desire to act. By witnessing what the future will hold by laying out a
scientific data set that projects future actualities, such as i th W R U\ &3¢z Q i@ IAf@f V
People produced bylight 33 Productiongsee Fig4), the viewer is once again satfotivated to
act today to prevent a calamity to come or to maintain current action to ansemgironmentally
safe future for themselves.
/ILNH 5HQRY 6DOD]DU DFNQRZOHGJHV GRFXPHQWDU\|V FI
audiencexin this casea desire to live in a utopian world that the film promises or a desire to
avoid living in a dystopian world the film promis&alazar builds on this adding intent to this
effect arguing that together they yield strongadience action:
«GRFXPHQWDU\ FLQHPD FDQ SRWHQWLDOO\ WUDQVFHQG
a modality of intent: to promote social change and indusense that a deep socio
ecological and economic transformation seded to confront the uncerta@s
SRVHG E\ D OLTXLG IXWXUH«, WKLQN GRFXMPHQWDU\ FL
instantiating the future by rendering it present and giving it a concrete floas
permitting viewers to engage with anticipatory modes of futuring of the planet
(Salazar, 45).
By concretizing the future in the present, it becomes real, just like the exhibits at Expo 88,
and a perceived reality of the present built on a corvindepition of the future accomplishes
something rarely considered in a medium that is commonly known as a technology that captures
the past.
3.4  Conclusion:
This chapter has examined several new and experimental theories employed by the makers
of ecocinema, most of them semiotic in nature and used in conjunction wigixiptimg theories

of documentary modes and functions, but the question remains how effective these filmmaking

approaches arie creating positive chang®rawing a straight line ieen a documentary film



and a progressive social change is frequently claimed, but seldom proven as many scholars
(Winston, Aufderheide, Nichold)ave pointed oufAs a result, greater efforts are being made to
measure and even predibe impactof docunentary filmsby government and industry agencies,

by funders of documentary projects and even by the filmmakers themss¥e®, during and

after film productionThe relatively nevsubgenre of ecocinema provides techniques that could

be adopted byponenvironmentallythemed documentary films to augment its social change
intentions.

While the affordances of the digital domain have yielded some impressive new theories of

documentary practice and audience reach and engagement, it has also givemensa/ays of

measuring the impact of documentary films and to enhance their ability to do so



Chapter4: 7KH 'RF X P H Q©Mital TufhV

Figure 1

Kinoglas

4.1  Introduction

We have seen how the documentary film has evolved from its humble begiasiags
educational todio an instrument of the state promotesuch agendas @ammigrationstimulation and
social reformWe have also examined how changes in form and technology introduced new theories
RI SURGXFWLRQ DQG H[KLELWLRQ WKDW IXHOHG WKHA&RFXPH
Bill Nichols observed in hisdok Blurred Boundaries: Questions of Meaning in Contemporary
Culturedocumentary fims*FDQ DQG VKRX UG ® ®RW HRX W KdhiZERtan2tieat KL Q L W
action and entail consequencééNichols,67). Today,advancementi the digital domain are
emeging providing further enhancements and affordances for the documentary film to reach many

morepeople and result in ways of exertiegen greater influenaan social changmakers



A revolution of change hdseen introducetb the postmodern documentary. Almost every
aspect of documentary film production is different in the digital domain: the technology (previously
cumbersome cameras have been replacadldgts phone camerasnd webcams), distribution
(social media, filssharing, online videon-demand and streaming networks), form and style
(multilinear, interactive, collaborative), exhibition (laptaosd mobile devicemstead of cinemas
and televisions andaudience (instant engagement with simulcast chat, sharising@omments
and star ratings; content contribution; spegifargeted audiences of chanmgekers) Even the
language of documentafymmaking is being overhaulediocumentary films are nowdocs and
webdocs; audiences are being defined as msers han viewers or spectatoigcreens are now
monitors anglatforms; cinemas are websites; distribution has become dissemination; interview
subjects are now participants and collaborators; exhibition is now posting and streaming; video
editing is now onlineditingand segment selectipauttakes are fragments; vaults are clouds; and the
filmmaker has become a digital storyteller.

TKH ZRUG 3UHYWRDXSWWHARSULDWH LQ WKLY SHULRBvRI WKH G
beforein its 120year historyhas so rach in thedocumentaryilm industry changed so concurrently;
never before have so many players in the art and commerce of documentary film production needed
to adapt and continue to evolve in orglestto keep up; never before has the privileged world of
documentary production skill and talent been so democratised. The digital world is not simply a

different world with auniqueset of rules, practiceand language we can simply learn and eventually



accimatise to, but rather one of constant change, one if
which both filmmaker andudience need to evolve
continually, and one in which the structural mediation of]
the traditional documentagontinues to occur

While some (much) adjustment needs to be mad
the digital documentary has opened doors and paved n
roads to social change in unprecedented fashion. Just

we have discovered that participatory documentaries

presentedirectly to aidiences of changeakerscan bea

Figure 2
Movie poster foBlackfish(2013)

proven techniquéor successfullyachieving change, we

are now finding that new advances afforded by digital

ecologies are enhancing the experiencé@mhfilmmaker and changmaker ameliorating the path to

social changeThis chapter will examinsome of the ways th{g)evolution of the documentary film

are taking placetodaP QG ZKLFK PHWKRGYVY DQG DIIRUGDQFHYVY ZRUN EH
ability to impact on social change.

4.2  Digital Documentary and Social Change:

Historically, the documentary film has experienced much use and success in informing the
public and influencing public opiniomn their essayDocumentary Film: Towards a Research
Agenda on Forms, Functions, and Impachkdichael C. Nisbet and Patriciaufderheide identify the
GRFXPHQW Dévblvet quip@sef\social activismn the digital domain:

Documentaries are no longer conventionally perceived as a passive experience

intended solely for informal learning or entertainment. Instead, with egerasing

frequency, these films are considered part of a larger effort to spark debate, mould
public opinion, shape policy, and build activist netwdiiksbet, Aufderheide, 450).



Social issue documentaries released online have the capacity and tya@miiluence he
masses and mobilize them tibeet social change and, indeed, there are some recent iesaofip
success in this areasuch as the moviBlackfish(see Fig. 2}hat resulted iplunging Seaworld, a
marine theme park, into crisis mgdercing them to reconceptualise their exhibits and entire
corporate philosophytbut what happens when you remove the masses and the need for emotional
engagement? How do policymakers interact directly tehdigitaldocumentary film?

Scholars (Waugh, hols, Marchessault) agree that the documentary film has developed into
a relatively influential tool for social change and one that is growing in power with technical
advancements being made on a regular basis in the digital domain. Ezra Wingwedadurnin,
co-founders of Cinema Politica, a npnofit media arts organization specializingsimowcasing
activist documentaries, have found a reciprocal arrangement flourishing between the documentary
and its reformative ambitiong:- X VW DV D V RitcoldddndpireYHhe mbking of a documentary,
a documentary in turnocild activate a social movemeérWinton, Turnin, 21)This illustrates how
activation is now being provokethanks tomost evidentlysocial media campaigrsvolving
documentary filmsThe contemporary documentafgen involvss DFWLYLVWY LQ WKH SUR
raising process before the film is made and continue with momentum long after the film is released.
7KH SKLORVRSK\ RI 1LFKROVY SDUWLFLSDW Raiw\eRdRdetHtoRl GRF X
audience engagement before and after the documentary viewing expeai@hwagth such digital
measurement programs as Harsmimnetims even during With a greater potentiaudienceeach in
the digital domainthere is the possibilityfonany PRUH SHRSOH UDOO\LQJ EHKLQG
social issue by participating in these activist movemétR FRQWULEXWH GhdibBHFW O\ W

changeagenda



This recognized ability to influence policy and cause social change, especially in the digital
domain, is now involving traditional filmmaking industry partné&snventional buyers of
documentary filmsttelevision networksthave recognized the importanand value of digital
distribution not just in terms of makingrdct sales of the titles thgyesent, but also as a promotional
tool to build audiences by supporting online activist campaigns related to the films. PBS, for
example, povides a compreheivg listof 3(QJDJHPHQW 6 dhlitDvilsiteLeviddivaging
LQGHSHQGHQW ILOPPDNHUV WR ZRUN ZLWK WKHVH DFWLYLVW
VRFLDO LVVXH JRDOV EXW DOVR WR UDLVH SXEOLF DZDUHQH
But while these strategies and tactics may be effective for the traditional, linear documentary
film in its online existence, does this apply as well to the contemporary, multilinesgctive,
database, and digital documenta?iés his bookThe Language of New M, digital media theorist
Lev Manovich indicates an inherent flaw intrinsically attached to contemporary documentary
production and related specifically to the constantly evolving new media technologies and the digital
domain in which they exist:
Creatin] D VWDEOH QHZ ODQJXDJH LQ GLJLWDO ILOP LV«
LOQWURGXFWLRQ RI QHZ WHFKQLTXHV RYHU WLPH«(YHU\ \F
their way into new media works, displacing previously prominent ones and
destabilizing any stable exgations that viewers have begun to fofshanovich,
243).
While the art form continues to evolve, the audience struggles in trying to keep up with an
everchanging set of parameters of engagement. It is simultaneously constructive and destructive. In
thesecond edition odNew Challenges for Documentalan Rosenthal and John Corner address this

struggle in their introduction:

The nonlinear, interactive properties of the web create possibilities for documentary
work at the same time as they are an ob&tat WR WKH NLQG RI SXEOLF pFRQ

A VP P ou VvE AEEI"ESREBIGEE) I+ /0112113 4$! |
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viewer with topic that many documentarists have sought. In this confrontation, it is
often quite important that viewers do not have too many options immediately
available for negotiating their route through th®mVHULDO WKDW WKH\ MXVW |
DQG OLVWH Q(Ros¥rhalyCornes 6) D N
7KH FRQFHSW RI 3WRR PDQ\ RSWLRQV" LV DW WKH KHDUW
media RIWHQ UHIHUU H Gsiwhrasadittidhal Vidboypdtextwveblinks and pictures,
PD\ SURYLGH DQ HQKDQFHG SUHVHQWDWLRQ RI GDWD UHODW
HQJDJLQJ LQ WKHP LQWHUUXSWYVY WKH WUDGLWLRQDGCad[SHUL
documentaryWhile the concept of too many options seems to bmdranceto the documentary
viewing experience in the digital domain, some scholars believe these options are carefully created
additions that actually enhance the viewing experieifloeian Thalhofferpne of the creators of
Korsakow a computer program that makes video fragments of a documentary story available for the
viewer to interact with (to be examined in detail in Chapter 5), said in an interview with Kate Nash
that 3 W KH rYidsHhistbption or that option, but these options are really pathways that have been
prethought and planned by the autfigNash, 3An Interview’, 193).He goes on to acknowledge that
while this method of documentary storytellipgpvides more information in a different way, there is
still resistance to it as we struggle to learn and become comfortable with this new approach.
The beauty of computers is ththey can free you from this linear way of thinking
WUDGLWLRQDO GRFXPHQWDU\ ILOPV % XW LW LV GLIILF>
to do it. We have a lot of knowledge about how to tell linear stories, more than
120 years of film history in fact. WgUH VWLOO OHDUQLQJ KRZ WR WHOO
O L Q H D U (NaBh, &n Interview’, 193194).
Nevertheless, the digital documentary has beneifit@gdeas such axtended audience reach
and engagement, despite these technical obswfcleer interfaceBy making, exhibiting and

GLVVHPLQDWLQJ GRFXPHQWDULHYVY LQ WKLV QHZ PHGLXP WK}

magnified thereby increasing its potenfial causing social change. Audience engagement, in



particular, is one of the most significant affordances provided by the digital domain for the

documentary film, so much so, that a new kind of documentary film has emergedothe i

4.3  The Interactive Documentary (or i-doc):

One of the first changes in the remediatiomy mediunis oftenthe name itself. Several
newidentifiershave emerged to describ®re accuratelgnd categorize the digital documentary
Canadian documentary filmmakand winner of th00O6 * RYHUQRU *HQHUDOYfV $ZDUG
Media Arts, Peter WintonickManufacturing Consent: Noam Chomsky and the Mek$82)
DEDQGRQHG WKH ZRUG 3GRFXPHQWDU\" DOWRJHWKHU UHIHUL
which encompassesany digital documentary forsrand their respective terms: webdocs, transmedia
docs, database docs, and the one this section of this chapter will examirgndfi/inston, xv).

The interactive nature afforded by the digital domawegthe +doc a relational significance
between the filmmaker and audience that is npoogound than previously experienced between the
WZR ZKHQ WKH ILOPfV H[KLELWLRQ ZDV UHVW-ddcebeG WR D F
viewed anywhere at grtime with a laptop or mobile device. It can also provide instant feedback
from the audience to the filmmaker through intennected platforms such as comments pages and
chat rooms.These unique affordances of time and place extend beyond the trdditicoanter
betweenD GRFXPHQWDU\YfV GLUHFWRU DQG WKHLU YLHZHUV 1HZ
developing at the prproduction, production, pegiroduction and release stages of-@lod project in

ways the analogue documentary filmmaker could tialye dreamed of.
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Interview subjects and targeted audience graupsow stepping up with funding in the pre

production phase WDNLQJ RQ WKH UROH RI WKH GRF Xdses@owhB U\TV H[FE

obvious ethical issues wherein the profiled group or the changemaker may be granted the authority to

control content and messagirgsulting in propagandand misinformationhowever, while the

possibility for the tail to wag the dog existaany such financial arrangements entrust the filmmaker

with the storytelling expertise within the
medium. For example, documentary directd
Harold Crooks The Corporation2003) was
commissioned by Quebec policy advisor
Brigitte Alepin, author ofLa Crise Fiscale
Vient (The Coming Fiscal Cris)svhen she
wanted tosee a documentary filnmadeon
subject of her boakn addition to being a
Quebec tax policy advisehlepin is also an
accountant and artax-avoidance crusader.
Acknowledging her lack of experience in
film production,shehired a director who was

only competent, but an expert in

=
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Movie poster offThe Price We Pay.

documentary research in corporate crime.
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Alepin appears in the filnThePrice We Paysee Fig. 3) whiclsheco-wrote with CrooksShe also

LQWHUYLHZHG PDQ\ RI WKH | [Ga,The GloBeQRIRVERIRRLQ) MV sédl F W V

an evolution in the participatory process that includes the policy adviser, not jutragw subject

and targeted audience member, but as flmmaker and activist.



The policy adviser’s goal is to create financial policy in order to institute progressive
economic changd&.he Price We Payasscreened exclusively for heads of state worlewicherever
possible ahead of film festivals, the traditional first venue of exhibition for a film. In France, a private
screening was arranged for Finance Minister Michel Sapin who “lauded the film as excellenton
national television....and called the tax practices it highlight@bsolutelyscandalous (Gray, The
Globe and Mail 2017)

In this case, we are seeing the government collaborator as activist, using the filmmaker to
create a documentary that delivers a message of desired social change not omlgavehemet
but in governments throughout the worlthe unusual distribution strategy bypasses the general
public and aims its sights directly at international tax padicgngenakersBut not all preproduction
interactivity involves funding. While Alepin hired Crooks to make the documentary on a subject
which she wanted to see policy change result, other changemaking audiences request the production
of documentary projects and suggestticular content to be addressed in order to suit their needs for
informed policy creation.

The films of George Ferreira address the need of Industry Canatintiby socob-economic
issues of thaboriginalKeewaytinookOkimakanakcommunitiesn NorthwesternOntario, an area
too remote for policymakers to visit regularlgstead of the previous documentary process of
presenting film contergolelyfrom the bottom up, we now hae@approactthat incorporates tep
down content requestiom the changenier to the filmmaker. The additional affordance of Internet
access to the content makes alelress to the issues more immediate allowing for desperate funds to
be allocated in a moexpedienimannerCiting the Fogo Process as an inspiration, Ferreira argues
that the idoc advances the goals of social reform:

Streaming video, in particulaa)lowed participants to revise and contribute to the
editing process remotely. It also meant that videos coeldsden by senior
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bureaucrats within days, and frequentylwW KLQ KRXUV RI BHLQJ SURG X
particular video applications combined with broadband, helped create the context
whereby the Fogo Process could be applied in a new and innovati(€evegira
etal, 92).
4.4  The Collaborative Documentary:

Thepatrticipatory documentary is redefiningetsmore as @omprehensiveollaboration
between various stakeholders and audiencde digital domain as more engagement tools develop
in the online production, exhibition and dissemination of these films. Documentaries are no longer
simply standalone oneoffs viewed by a passive audience, casually discussed and then forgotten.

More and more, the audience is collaborating with the flmmaker as an active partiogpamtyto
request and suggest content, byprtovideit as well. Many of thesdocumentary projects are now
FRQVLGHUHG 2OLYLQJ D IL G#RinZek ivadéby A/glbb@l GudienteZIR ier BsQeS,
Strategies of Participation: The Who, What and When of Collaborative DocumentSaesira
Gaudenzi, describes this as a new form of documentary:

37KH DELOLW\ WR XSORDG FRQWHOQWflMidRorD@aRQ OLQH GRF

not achievable in a linear documentary. Since new content can potentially be

uploadedad infinitum the collaborative documentary becomes a constantly mutating

entity. What could now be seen a$iving documentark ~ (Gaudenzi,Stratayies

of Participation, 130).

Film audiences have never been more empowered to control their own content and while this
bodes well for consumers of YouTube videos of pet antics and wardrobe malfunctions, how effective
is this process imfluencing the chargmaker? We have seen that when the people of Fogo Island or
theKeewaytinookOkimakanakFRPPXQLWLHV RI QRUWKHUQ 2QWDULR RU H
community collectively participate in a documentary project that is targetectigiat an audience of

changenakers, the result is often positive: their aims met, their goals achieved. What they all seem to

have in common is a factual and figgrson presentation of the stdrgm a source the audience



considers reliable, authoritee, and trustworthysomething not attollaborativedocumentaries
masquerading as the visualization version of a petition can claim. But does this approach ensure
success?
While audiences/users are being engaged more than ever before, according\tasikate
her essayClicking on the World: Documentary Representation and InteractviW KHUH LV QR
necessary connection between interactivity and audience empowérménd WHicking on the
World ", 50). She sets a framework for examining thieractive documentary conceived as
PXOWLGLPHQVLRQDO 3LQ ZKLFK WKH DFWLRQV RI XVHUV GRF
together constitute a dynamic ecosysteml D ElKking on the World51).
Documentary theorist Jon Dovey echoes thétaphor in his own analysis of the importance

of collaboration in producing interactive documentarit3 KLQNLQJ HFRORJLFDOO\ VXJ
big pictures, at the whole assemblage of agents that constitute documentary ecosystBnYsH \
These @yital agents work together in a symbiotic manner to maintain a new kind of participatory
culture in documentary production and engagement characterized more commonly as collaboration.
Dovey identifies four key agents in this ecosystem:

B 11LOL Dakdtie @Hup formationin online community around enthusiasms,

LVVXHV RU FRPRRQY RXWMBKUIdas, and design tools in the hands

of far more users than ever before and being used for every kind of human mode of

FRPPXQL F DGullaBo€ative p Problem-solving PRELOL]LQJ FROOHF)\

intelligence, crowtunding, online petition makingalternate reality gaming, wiki

EDVHG VKDUHG NQRZOBRiJatiosSYDFWLHHM DQO®RWLYH UR

directing media dynamics through the nBews of viral media driven by Twitter,

Facebook and YouTuli®ovey, 12).(emphasis is mine

These four affordances of the interactive documentary ecosystem remediate the film genre in ways

that give new agency to the filmmaker and tiséakehéders Within this new digital ecology thrives



a new citizenry comprised éifmmakers, researchers, interview subjects, spectators, and
changemakers, all collaborating inghunique participatorgulture.

x Affiliation : Previously identified predominantly as timerview subject in a documentary
film, these participants have frequently been members of an-eng@owered group
requiring the voice provided by the filmmaker. The former participatory mode enhanced and
clarified their representation. Through the mooélaborative agency of affiliation, they
involve more players in ways that are concurrent to production, sometimes even initiating
projects.

x Expression The filmmaker is no longer the sole creative force behind the interactive
documentary. I FROODERUDWLRQ ZLWK WKH SURGXFWLRQYV SD!
audiences, elements such as music and meta data can be contributed to the project providing &
more focussed representation of the profiled subjects enhancing their trustwordBitiesis
contributions are coming from them directly, not the filmmaker indiretritlyhis
collaborativeecosystemthe filmmaker is not replaced, but given a new role of using their
own expertise to incorporate these artifacts of expression withirothergentary project.

x Collaborative Problem-solving: Certain issues require certain approaches to best serve the
changemakelt is oftenmore effective to convey video repodisectly from the subjects of a
documentary than it is to present video repadsfangry protestors demanding the same
change, but speaking on behalf of the needy party. Sometimes the opposite is more effective.
Knowing your audience is essential in selecting the best digital tools and practices to serve the
specific needs of the angemaker. Content and data related to the issue are equally important
in influencing the changemaker so that they may be fully informed. Collaborative research

from all interactive documentary stakeholders assists in this pr§f@@tRWKHU 3SUREOHP
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collaboration in this area helps solve is production financing. Both at the beginning of a
project and aits end, production funds to produce and to promote are being raised through
online campaigns such as GoFundMe hrtiegogo, the primargupporters being the
VWDNHKROGHUV ZLWKLQ WKH SURMHFWYV HFRV\VWHP
x Circulations: More on the traditional distribution and exhibition side of the documentary,
sharing and posting on social media sites in particular, provide a new expansive approach to
havinga documentary film seen. In addition to this viral method of screening, collaborative
IHHGEDFN IURP YLHZHUV IXUWKHU DXJPHQW WKH ILOPTV
DV WKH ILOPYTV JRDOV ZLWK FRQWULEXWLRI&Y IURP FKDQ.
Theoretically and ideologically, this collaborative process is an attractive new methodology
for documentary filmmakers, yet there still exists some resistance to its practice among professional
documentarians arattivists alikeln her chapter User Experience Versus Author Experiefice
Sandra Gaudenzi suggests three reasons for this resistance:
One could make a case that it is just a question of time, andhidwaging workflows
in teams and institutions is a slow process. One couldpaish out that interviewing
users and testing prototypes does involve a cost, and that small productions cannot
afford the process. To these two valid explanations | would like to add a third one: that
for many documentary makers there is resistance tadtee of testing their work.
(Gaudenzi,User Experiencé 124)
Invoking my professional experience as a flmmaker in both fiction andiction formats, | would
also like to add to this. | believe there exists a resistance to collaborate from thakidnfor artistic
considerations. | have seen entire productions, fully financed and with locked production schedules,
FROODSVH GXH WR WKH SURYHUELDO 3DUWLVWLF GLITHUHQFFE

now stakes a&laim in the creativapproach and content. The privileged artistic vision of the director

has now been compromisbg competing and often conflicting visions from Admmakers.
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This notionhas been addressed by former head of the National Film Board of Canada Tom
Perlmutterin a2014 article he wrote entitle® he Interactive Documentary: A Transformative Art
Form’. To thedocumentariarZ KR Z L O Odi®@ R\ Vi (Béir AuBiencePerlmutter says:

To take this attitude is to misunderstand profoundly whderstanding audience means

in an interactive world, where as creator you make the audience a collaborator in your

processes. This does not invalidate the filmmaker as creator or auteur. It enlarges the

notion of auteur. The new auteurs will understarat the relationship to audience as
co-creators and collaborators is part of their medium of cregfamlmutter, *The

Interactive Documentar?.

Adapting to the new forms and practices of the interactive documentary and its collaborative
community of ceators and users is at once both eagerly embraced and reluctantly accepted. The
reason both sides engage with it is because the common goal of informing and influencing social
change has never been greater. The addition of new tools, techniques anddsekebw provide
the changemaker with more information in more immediate fashion enabling them to enact
progressive change faster and with more accuvangy.the activist filmmaker now has an army of
collaborators at the ready ¢ontribute to their messaging through content and dissemin&tien.
the elusive measurement of impact a documentary has on the social issue it presents is being made
easier and more precise with digital analytics and affordances.

4.5 Impact Measurement:

As examined in previous chaptersamy scholars in film studies, political science and
communications have theorized that the documentary film indeed has the capacity to cause change by
illuminating its subject and providing visual contéx the profiledssue, and thdefinitions these
theories provide help us seek direction as to how to use this persuasive communications tool to

achieve this goaPerhaps the most agate of these definitions confrem American political

scientist David Whiteman:



Produers and activists seeking to maximize political impact, and scholars

seeking to understand political impact, benefit from conceptualizing the

production and distribution of a social issue documentary as an intervention into

a policy process (WhitemandT he Evolving Impact of Documentaryilm ).

The key word here is intervention. It is a very appropriate word for the purpose of defining the
UHODWLRQVKLS EHWZHHQ ILOP DQG SROLF\ EHFDXVH LW RIWI
intentionaly HFRPH LQYROYHG LQ D GLIILFXOW Oémhidg® Dictich@y.LQ RU

American documentary filmmaker George Stoney, who worked with the NFB and the
Challenge for Chang&im series program and, in particular, as an Executive Produceée®iR St
Jacquedilm examined earlier, adds to this conviction with an even more specific definition focused
on the duties and obligations of the documentary filmmaker:

SHUFHQW RI WKH GRFXPHQWDU\ ILOPPDNHUfV MRE LV
percent idiguring out what its impact can be and how it can move audiences to
action (Karlin, JohnsonMeasuring Impac).
This puts an onus squarely on the shoulders of the filmmaker to serve the goals of the film by
intervening as an activist aftdreir craft labour is complete. But how successful is the filmmaker in
this regardThere are mangkeptics RI WKH LPSDFW RI WKH GRHAXIeeAd@ WD U\ [L(
social change.

In a 2014 report by Patricia Finneran entit@ocumentary Impact: Soci@hange Through
Storytelling released by Hot Docs, the popular Torebésed documentary film festivahis claim is
VXSSRUWHG 3 PSDFW FDQ RIWHQ EH QXDQFHG DQG GLIILFX(
understanding of what created change is aWeRSXWHVWHG" )LQQHUDQ

But is social change the only measure of impact for a documemacgPding to aother

reportthat same yeaguthoredoy Caty Borum ChattoandAngelica Dador theCenter for Media

andSocial Impacin Washington, DC, the impa¥ R1 D GRFXPHQWD U chan@geRhdtVY GHIL
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happens to individuals, groups, organizations, systems, and social or physical conditions. Typically
long-term and affected by many variables, impact represents the ultimate purpose of community
focused mdia effortst LWV KRZ WKH ZRUOG LVGRHAXPHKQRAWD D\VI DOPH VR
(Chatoo, Das, 1)

In the few cases where connection between the documentary film and a social change can be
clearly identified £the Fogo films, the films ahe KeewaytinookOkimakanak communities
examined in Chapter, 2nd to be discussed lat&in by SilencandThe Polar Explorertthe
audience was not a group, an organizatarthe general public. The specific audience that yields the
direct connectioetween a documentary film and social charsythe changemaker.

TheWashingtpn UHSRUW VXJJHVWV WKDW PDQ\ YDULDEOHV”™ FR
success at achieving impact when it does, once again muddying the waters in identifying to what
degree a documentary film can claim to be the cause of social clhéowever, despé +or perhaps
because oftthis scholarly skepticism, nedigital tools and funding agencies are emerging to assist
activist filmmakers in measuring the impact of their films before, during and following production.
Philanthropic funders such as The Fligay Fund, BRITDOC and the Documentary Australia
Foundation have all introduced programs that assist the flmmakers they financially support in
activism campaigns and analyzing the resWtisof these programs rely on the affordances of the
digital doman, affordances that accelerate and invigorate the social change aspirations of the
documentary film.

Impact measurement, asstcurrently being defined by digital documentary practitioners and
stakeholdersserves two purposes: identifying success igality in achieving change and identifying

achieving goals as defined by documentary funders. Meg McLagen explains the difference between



the two in her chaptedmagining Impact: Documentary Film and the Production of Political

Effects”

On the one handthe term impact measurememéfers to demonstrable political

effects something can have in the real world, such as, for instance, helping to raise

money for new schools in the developing world, as the AilBmall Acdid in Kenya

in 2010.0n the other &ind, the term refers to the institutionalization of audit practices

through the introduction of a set of concrete performance criteria by which such

change can be imagined and then assessed. In other words, for social entrepreneurs,

much like money managgrthe key issue is to invest in socially valuable projects that

can provide quantifiable returidcLagan,309).

As difficult to quantify as it is, there is a movement among the industry, its artists, its funders
and even government partnersteate measurement tools designed to be used before and aft

ILOPTV S U&amHlierateah@® QXPHUDWH WKH ILOPYV VXFFHVYV DV D VI
McLagan points oytthese measurements are often used to assess funding for these projedts. In fac
many new and emerging funding agencies are expecting filmmakers to project the impact of their
documentarieas a condition of financial support. As a result, the new digital tools and tactics that are
being created for both flmmaker and funder ar¢histstage, largely experimental, but are

demonstrating varying levels of success in establishing and identifying that elusive connection
between a documentary film and social change results.

Along with these new technologies and practices comes a ratiopdor the tail credits of
documentary film: impact producer. The Documentary Organization of Canada diefiraes
producingas a new term

to describe a new space in which filmmakers are mobilizing people, networks, and

resources to create changephnt producing is a very comprehensive way of grouping

together and honing the many tasks that enter into the process of the making and

marketiQJ RI1 D VXFFHYVYVIXiOs @ BRuFgedhiddaldoot)skidl development

that upon closer scrutiny is incrédy rich in all of its possible permutationsmfpact
Report and ToolKjt
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Occupying a large area of this new space is the Fledgling Bpedating in New York City
since 2005. While its focus on impact relates to audience engagement, they do support some
initiatives that are aimed directly elhangenakers. Rather than simply being a grantor, the Fund acts
as a partner supporting productistrategic outreach and audience engagement campaigns. The Fund
provides its own resources (databases) as well as specific strategies that have worked in the past for
social issue documentary films with similar themes. To date, nearly $12 million hadibieioted
to more than three hundred and thirty documentary film projects from an endowment of around $15
million (McQueen,The Fledgling Funy

Access to Big Data was not so easily available to the documentary filmmaker prior to the
Internet, so now wiit online databases like those provided by the Fledgling Fund, the activist
documentarian can extend their film’s reach not only to a global audience, but to targeted audiences
of changemakers, facilitating their goal of achieving social change.

The organiationplaces a strong emphasis on collaboratioorder to establish the best
methods of production and pgstoduction audience engagement strategically customized to
maximize potential success:

(O)utreach and strategic communication is largely deteminbnehow the film fits

into the social movement, how the movement itself has connected with the film,

embraced it and worked with the filmmaker to understand the message it conveys,

how it fits into the needs of the social movement and how the membelssof t

movement can see it. In order to do this effectively, film teams (made up of

filmmakers, outreach and engagement coordinators, movement builders and/or
leaders/organizers) have to think critically about how and where the film’s message

should be convesd (Verellen, 6).
In order to facilitate this process, the Fundkes available to its participamsline programs
anddigital tools thatinclude access to subjespecific research papers and case studies so the

filmmaker can compare the success faildire of other campaigns and strategies and apply these data
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and methods to their own initiatives. Access to the Fund’s own databases which provides information
on changemakers is also availal#lecess to this archival information online accelerates the
production process agell as its activist intentionsigital data supporting digital documentary and
digital activism.

In addition to filmmakers, the Fund financially supports organizations that focus on impact
measurement. One such project is the TaliIim Institute’s Interactive Media Impact Working
Group Created with the help of MIT’s Open Documentary Lab, the group comprises of “an
interdisciplinary group of artists, funders, social scientists, academics, impact producers and activists
to explorehow interactive notfiction projects can and should be measured in terms of impact and
engagement” (Kopp, Interactive Media Impact Working Grouf his kind of collaboration or joint
venture approach to activist documentary filmmakiras not possible beffe the world was
networked through the World Wide Web. Partnerships were made, but not on this scale and not in a
relatively brief period oproductiontime.

Digital documentary theoridticole Marie Nimeaddresses this advancement in her paper
Impact of Digital Technologgn Documentary Distributian

Documentary has fallen into a period of crisis. It also has embarked upon agrenatbf

The digital age has engendered this paradox. Ifitegnet has opened neawenues of

exhibition, causing mainstream media institutions, which traditiofalye monopolised

access to audiences, to progressively lose control of theirvalostble assets. It also has
created the opportunity for filmmakets instantly distribute their work to global

audiences and develop direct relationships with threleiduals(Nime, 11).

These direct relationstspwith targeted audiences assistgbeial issuelocumentary film in reaching
the changemaker amacreasets chance of achievingpe social change it strives for, whdéethe
same timeyndermining its primary revenue stream, televisioferenced by Nime as “mainstream

media institutions”. With digital distribution, a previously untapped netwoflonline exhibition is

now open to the flmmaker thereby devaluing the license fees they used to receive from the exclusive
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broadcast arrangements they had with television networks. The social change goal is heightened at
the cost of its primary revenuelsoe.

How exactly does this increased access to audiences resiflt@ncingsocial change
objectivesfor the documentary film? The extended reach of not only more viewers is obvious, but
also the digital technology allows for reaching wider baseargéted audiences, those empowered to
enact change. An example of how this process now works in the digital age is the 2008 fiym
Silence.

4.6 Case Study:Sin by Silencg2009)

This 49-minute documentary film by Olivia Klausde
Fig. 4) about domestic abuse benefited from support frg

the Fledgling Fund and campaigned successfully to

Prison is safer than
the love of your life.

introduce new legislation on domestic abuse. The film t
is even mentioned in the name of the bilSin by Silence
Bills *that were passed into Calhia law September,

2012, (Case Studsin by Silence) establishing that

elusive connection between a social issue documentary Figure 4

and the social change it set out to achieve. Poster for 3Sin by Silence ™ (2009)

The film focuses on an advocacy group called
Convicted Women Against Abuse (CWAAefirst inmateinitiated and led group in the history of
the U.S. prison system (Klaus, 2008lembers of the group tell their storipsoviding a unique
perspective othe issue of domestic violence from inside the California Institution for Women.
ThHVH DUH WKH REMHFWLYHV RI WKH ILOPYV LPSDFW FDPSDLJ

¥ Create awareness and conversations about the silent tragedy of domestic violence.



! "#$

¥ Build connections and mobilize individuals around the domestic abuse prevention movement,

with a focus on local resirces for involvement.

T Educate communities about the effect of domestic violence and the urgent need for prevention
and change.
T Help influence others to join the movement. (Case StBayby Silence

http://www.thefledglingfund.org/)

One of the women profiled by the CWAA in the film is Norma Cumpian,-giedd-old victim
of domestic violence who was pregnant when she killed her boyfriend during an @ttadaourts
did not buy her selflefense clainand sentenced her to fifteen years. It was during this time that she
joined the CWAA. The group campaigned on her behalf introducing new evidence not presented at
her trial. The flmmakers featured her storySm by Silencand launched an elaborate patl
campaign for her freedom as well as the freedom of other women with similar stories.

The filmmakers began their campaign by identifying the US states with the worst domestic
violence statistics: Arizona, California, Indiana, Kansas, Louisiana, Missouri, New Mexico, Ohio,
Texas, and Washington. TB¢op the Violencwour traveled throughouheseten states, had forty
screenings, and connected with more than 5,400 screening attendees. In each state, organizers
partnered with local organizations and fmwofits with a focus on domestic violence to expand their
audience reach.

The filmmakers B0 made two hours of teaching videos to spark further discussion. Digital
versions of these resources were made available to educators and advocates and available from their

website. Each film contained a call to action related to the proposed legis@tiersuch video asset
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specifically calls on Governor Jerry Brown to pass the Hillgé Gov Browrto Pass AB 593 & AB
1593 2012,youtube.com

The Fledgling Fund report lists many impacts directly related to the film and its outreach
campaign. Here ia sample of one of them:

S6WXGHQWY VWDUWHG D FDPSDLJQ WR KHOS IUHH 1RUPL

the documentary) after spending 18 years behind bars for defending the life of her

unborn son against her abusive boyfriend. The campaign colleggrd2¢d000

signatures and viral videos circulated online. Norma was released from prison in

November, 2011. The (California) Attorney General acknowledges the impact of

public support (from the film) for her release as the main reason that influenced the

GRYHUQRUYTV GHFLVIIRYSile&PVH 6 WXG\

Documentary scholars such as Heather Mcintosh acknowledge that the film is directly
UHVSRQVLEOH IRU FRUUH PNdt artady &sla\dovumEntddyOilm @I thiedel FH 3
ZRPHQYV VWaRibgLawateDeQs@bbtlt domestic violence and its myths grew into a movement
WKDW UHVXOWHG LQ FKDQJHV LQ & D223).|Rit)iQpoDRant ¥ moWw ker® HJ L V ¢
that withouttrH $WWRUQH\ *H Q H nénhtafoMth®raMedRIZgBldtCGhdaring the title of
the film +the Sin By Silence B#l £there would be no direct connection, or proof as Winston and
FinneranPLJKW VD\ RI WKH ILOPTV LQIOXHQFH DQG LPSDFW RQ V
4.7 BRITDOC (UK): Founded in 2005

This chapter has discussim digital tools now available to flmmakers that documentarists
before the Internet did not have accesdMany of these online tools are aimed at assisting the
activist filmmaker in measuring the impact of their projeCse of the largest impact measurement

RUJDQL]DWLRQV LQ WKH ZRUOG LV %5,7'2& ZKRVH PRWWR LV

R1 ,P S RAbBoM BRITDOCBRITDOC.org) Representative of that dedication isltmeact Guide
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Auvailable for free on their website,? it is a step-by-step course and online resource that guides

the social issue documentarian through areas of impact filmmaking with which they may not be

familiar, recommending courses of action that have worked best in the past. The guide has five

sections: Introduction, Planning, Impact in Action, Impact Distributjand Evaluating Within each
unit is a comprehensive overview of what needs to be done to raise funds, promote messaging and

achieve activist goals.

In 2014, a division of BRITDOC, Doc Socief ZKRVH VWDWHG PLVVLRQ LV 3W

filmmakers, support great films, broker new partnerships, build new creative models, share new
NQRZOHGJH DQG GHYHORS QHZ DXG LBAQdtHY ', IRdBoGdRF X PHQW DU
launched another free online resource for filmmakers, the Impact Field Guide and ToolkiThis wide-

ranging guide covers a lot of ground for the impact-oriented filmmaker, but one of the most

interesting and valuable sections of the guide is the section New Tools for Impact Documiamy. Here,

the guide offers several digital tools for measuring impact (New Tools for Impact Documentary

1. ConText $ FRQWUDFWLRQ RI 3&RQQHFWLRQV’ ™ DIQGpadtH[W V"~
evaluationby focuVLQJ RQ 33X QGHUVW Do@that aQilln MvaKebkitoftHe 6 Mdd tlébatXdd/a
JLYHQ LVVXH DQG ZKHWKHU WKH NH\ LQIOXHQFHUV RQ WKDW
(1HZ 7R RTMwWmethodology involves mapping, monitoring and analyzing the social networks of
stakeholders with the main topic of the documentary (the social relationships) and the content of the

information shared by these agents (content) (1HZ 7RR OV «

2. Harvis: This tool is available on mobile devices to engage audiences during a screening. A

series of customizable questions can be created and shared with audience members who have

VXEVFULEHG WR WKH DSSOLFDWLRQ $ VLPSOH VZLSLQJ JHVW

“https://impactguide.org!



! "#$

IHHO KHOSOHVV"™ LV DOO WKH DXGLHQ F HilnR Athké& ddihtsQtk il Y W R
stops for three minutes to allow viewers to post a comment. Audience members can also be identified
as educators, stakeholders, parents, or concerned citizens. When analyzing the collected data, these
viewer types provide an additional metric of how different audiences are being impacted by the film.
3. Media Cloud: This open source data platform allows film academic researchers, journalism
critics, policy advocates, media scholars and others to examine which media sources cover which
stories, what language different media outlets use in conjunction with different stories and how
stories spread from one media outlet to another. This approach is less audience-focused as it is media-
focused providing a perspective from professional journalists on the social issue of the documentary
and the documentary itself.
The Media Cloud tool is an interesting way of mining new data related to impact. Not only
does it search media online to determine language related to coverage of a social issue documentary
film, it can also find references in other sectors online, such as government stakeholders who may be
creating new policy based on a particular film.
4. Ovee 'HVFULEHG DV D 3VRFLDO 79 H[SHULHQE tie scr@edinkH LV D
of a film and simultaneous interaction through chats, polls, emoticons and social media with
audiences, filmmakers and other stakeholders. Hosted and maintained by Independent Television
Servicesthe service offers private or public screening events. Throughout the live screening, Ovee
gathers data regarding the composition of the participating audience and its level of engagement with
the film during the screening, specifically, to identify how the audience responds to the story

emotionally, how it shares information, and how it takes action.



4.8 The Focus on Audience in Impact Measumaent:
Many of the digital tools and resources examimmetis chapteto measurette impact of
documentary film araimed at audiences representing the general puilalio not convincethat the
metrics related to audiences are reliable. For the mosipaitnce membergho are beingolled
have willingly attended the screening knowing in advance what the sulg#et of the film will be.
These audiences are largely supportive of the social issue being profiled in the first place and their
responses will reflect their bias in this regard. Naturallyy igree in large numbers to be motivated
to act but in the fhal analysis, where is the metric that sholaatthese audience members actually
took action after they left the theatreheir bookCrafting Truth: Documentary Form and Meanjng
Louise Spence andinicius Navarroargue that too much emphasis is placed on the general public in
documentarympact measurement:
(M)any film and video makers not only have respect for their viewers, they see them
DV DEOH WR SURFHVV LQIRUPDWLRQ DQGticéVhilgb W WR HII
can work somewhat differently since there is no guarantee that the public will turn their
newly acquired knowledge into action. Awareness does not necessarily lead to social
FKDQJH™ 6SHQFH 1DYDUUR
This perspective is echoed by Darédrcus in his essafDocumentary and Video ActivisimHe
argues that the limited engagement flmmakers have with their audiences make it impossible for them
to ensure their viewers will take action:
The political and social documentatyGHD O«LQFOXGHYV DQ DXGLHQFH WK
viewing of the film by actively intervening in the situation depicted in the work. Yet
this ideal is often a chimera. Documentary producers have a limited window of
intervention their engagement with audiencesely goes beyond the temporal and
physical limits of the viewing experience itsefHZ SURGXFHUV KDYH WULHG
exhibition of their work with the activities of their viewers after the screening is
finished (Marcus, 190).

Some scholarson the otkr hand, insist that audiences of the general public are the primary

force in creating a groundswell that ultimately motivates the changemaker to make dhamge.
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organizations run by documentary scholarsdedicated solely to social activist documersand
engaging its flmmakers, communities andsameen subject€inema Politicaat Concordia
Universityin Montreal,Canada anthe Centre for Media and Social Impaat American University
in Washington, DC.

Founded in 2001 by documentary film scholars Ezra Winton and Svetla Turnin, Cinema
3ROLWLFD FODLPV WR Eith, trntinity Brid danydsasyoRiGclniewadyH U
VFUHHQLQJ QHW ZRbat UsZinahkaplolifideodyp [@ its briefhistory, it has grown to
more than one hundred screens and has a following of nearly five thousand on Facebook. Its mandate
LV 3\ WR SURPRWH GLVVHPLQDWH H[KLELW DQG SURPRWH WKI
artists, with an emphasis on CanadianWil ¥Xbout Us cinemapolitica.org), as evidenced by such
works asHonour Your Word2014), a film about the political injustice faced by the Algonquins of
Barriere Lake, Quebed@il the Cows Come Home D ILOP DERXW WKH JRYHUQP
trarsform dairy farms to prison farmisandDemur(2011), a documentary short about the civil
liberty violations during the G8 and G20 meetings in Toronto in 2010. In a recent interview with
'"RFX'D\V 8% :LQWRQ H[SODLQV WKDW EIOL RK 3JH Q EJFDIVRIQY YV~ JE
documentary films and audience:

| like using the ternencounter that we encounter media, that we encounter art. Encounter

in a sense that we are actors in a social world coming up against objects of art and forces

of media andcommunication, and we encounter them, we came up against them.

Sometimes, we are repelled by them. Other times, we are brought in closer to them because

they touch us in a certain way, or we react in a way that is so meaningful to us that it

changes us. Wiy to create social spaces that are in the material world, that are virtual for
the documentary to be encountered by audiences, and that are appearing in a space that

A&"()*+,-1.(111)01().12/+0!134!  1"#$%&' U :pv 1iU 7ii6U v [« ( & o P}A Evu vd p P & "8X
E *3}E % E]e}v ( Eue ]Jv §Z :}C AJoo v }oo]ve 5G*6))078/EOUGEIAGY,LV/ &JVP5}vU
)06.()0!1)+6(,!8/)2!1)(-)/2!/.19(4'0:+770Y *;(77+,6'</41+,6 +.=.+(,6 WU#S%&' >!9=,0!?">1?$"@A!&"0660*B!&=-=6.1?#>!
?$"@A!C+DBRBBFFGGGA'3'A'/F,0G6F'/,/*/F(../G/FD+,-6.(H)+6(18/)2 {G6 H(/.6 MA#I"J?%AK,!/IL01.(R30)!"$>!
?$"@1E(,0!'/77'G+.EE0!(88+'0!(8!M/)D!N(77/,2A7+/20,./)4160")0./)4!.(1.E0!2+,+6.0)!(8!1=37+'16/80-4161(D06 2/,
6/+*1.E0)0!G/6!,(1+,87=0,'0!(8!.EQISHJ2+,%#!-&'#I-. %#/- %! §} $Z P}A Evu v§][e ]J*1}v 8§} B S} E %o
|



https://www.cbc.ca/news/canada/ottawa/kingston-prison-farm-cows-goats-1.4716232

LVQITW VWUXFWXUHG E\ FRPPHUFLAbGUt RuiticR DRUMSHWLQJ L

docudag.org.ua)

(QFRXQWHUV DUH LQGHHG LPSRUWDQW WR WKH GRFXPHQ
While having the general public encounter a film and be moved to action is a laudable result, true
change is measured more frequently when the audisrihe thangemaker. In addition to the
examples previously provided, one recent example of a documentary film that mobilized its audience
to cause change S DEU LH O D & R Z Blackféha1B3)L By BhfhWcasing the mistreatment of
whales in aquatic amusement patke film has been directly attributed to causing SeaWorld to lose
more than twentfive million dollars (US) €The Blackfish Effect, The Daily Mail Onling by its
corporate exative team+xoQH RI WKH UDUH H[DPSOHV RI D aBdeRc¢ PHQWDU
directly causing change. Ev@mnian Winston concedes that this is a bonafide example of social
FKDQJH EHLQJ FDXVHG E\ D ILOPYV*HPRWLRQDOO\ HQJDJHG D

In the same DcuDays interview, Ezra Winto GPLWYV WKDW 3LW{V UHDOO\ G
LPSDFW D GRFXPHQWDU\ KDV RQ VRFLHWDO FXDd@ dttesEtd W E H (
filmmakers of social activism documentaries as well as all audiences (admsseim charged)
FUHDWHY DQ RSSRUWXQLW\ IRU VRFLDO FKDQJH WKURXJK &L

In the US, a similar organizatidemown as the Centre for Media and Social Img&aSl),
foundedby documentary scholdatriciaAufderheide aims tocreate, study anshowcase media for
VRFLDO LPSD F Wittp3/8radmipact. &lyWhile presenting films for public debate in much
the same manner &nema Politicathe CMSI focuses on developing scholarship that directly

connets activist documentary projects with political action taken by itegdmpublic audiences. In a

HGYORYOTIRI+ & /101, +%61. /21063 1+/1.-1 I"H$%&™ () (*+,"- &YH#S) (*  1%68143%!56!$%317",(0&*819141-9%!": Bis/2!
@*)A'.-)%68!B/./*%/8IC&B(&
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20100pen letter to the Federal Communication Commission, Aufderheide and Jessica Clark
LGHQWLILHG WKH 3 &V~ RI DXGLHQFHCHp@JDJHPHQW LQ WRGD\

choice,

content creation,

collaboration,

curation, and

conversation (Clark, Aufderheid®)

X X X X X

&ODUN DQG $XIGHUKHLGH DUJXH WKDW WKHVH DFWLRQV FLC
publicaudience thanks to the affordances of the digital domain. Prior to the Internet, asidienick
simply attend a screening in a cinema or watch a documentary on their television and that was the
extent of their engagement. In the digital era, their gpéiory opportunities are quite expansive
including content creation.

Public media in the digital era escapes the traditional zones ofmeatia, and therefore
public media is now defined by what it does, not where it is. Public media will be public
depending onthe degree to which it is useful in promoting public #ifengagement with
the fundamentabksues of the society and its choices fa shared terms of life together
(Aufderheide, Clark, 11).
They suggest that audiences today have the opportorstyape their own society and
can be directed to do so through this unprecedented engagement with digital media. Whether
they do or not is still a question that requires further investigation and evidence. Aside from the
Blackfishexception to the rule, it still seems that the greatest evidence of a direct connection

between a documentary film and a social chahg¢ ZKHQ WKH GRFXPHQWDU\TV DXG

changemaker.



4.9  Conclusion:

W LV LPSRUWDQW WR UHHARRJIQQ |W KA KHF K®ISW WD O18WYD OO
or changemakers have the same access to digital technology. In the early dagocithentary
films and projectors were brought to remote locations to reach the people who did not have access to
this new technologyThe same access to digital technology needs to be considered to reach those
communities with limited computer and wireless networking resources. These communities need to
be reached not only to deliver documentary film messages, butwidg@m@portal to those
communities so their voices can be heard by the changemaker as well. Any remediation of the
documentary film in the digital landscape needs to be inclusive cbmlinunities and voices be
truly democratised and representative.

The documentary film is still a familiar entity in this new digglosystenof interactive and
collaborative engagement. For the most pars, still a linear format telling a factual story with the
intent of engaging an audience emotionally and provoking it to action. The segmewidutibn in
form we have examined in this chapter pave the way for a grander remediation of the genge in way
that make the traditional linear damentary altogether unfamiliar and, as | will argue, significantly

more effective in creating social change.
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Chapter 5: Visible Volume: The Multilinear and
Database Documentary
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Figure 1

Multilinear filmmaking introduces a new age of documentary spectatorship.

5.1 Introduction:

As we have examined in the previous chaptes digital landscape offers matgchnical
advances ircreating documentary projectapbilizing social activism and offering new methods
and approaches to combine the two to achieve the elusive goal of influencing social change with
nonfiction film. This chapter will examing¢he intersection of the documentary and the digital in
two experimental areas to determine how successfudpiaisificremediation is in
communicating, informing, and influencing the changemaker: the multilinear documentary and
the miotic narratives spatial analysis within this form affords.

These two approaches relate to theory we examined in previous chapters concerning

ecocinema and the digital, interactive documentary. As a design methodology, the multilinear
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documentary struate mirrors the Internet. With a multitude of websites available to visit at the
click of a button on the world wide web, so too, are similar selections being made available in
the construct of a multilinear documentary platfgeee Fig. . Several filmfragments, usually
UHODWHG WR WKH GRFXPHQWDU\YVY VXEMHFW PDWWHU LQ VR
same click of a button. The choices of what to watch and when to watch it is now in the hands of
the viewer, instead of th& R F X P H @ANdD &htlfdfector. This nemarrative approach,
however, is not without structure, as David Bordwell and Kristin Thompson explain in their book
Film Art: An Introduction
«D ILOP LV QRW VLPSO\ D UDQGRP EXQFK RI HOHPHQWYV
form. By film form in its broadest sense we mean the overall system of relations
that we can perceive amortpe elements in the whole filniBordwell,
Thompsonp7).
Even if the elements of the documentary film seem randomly plaaedultilinear format
thHUH VWLOO H[LVWV D 3VA\VWHP R dudierbaénpaydtoughh fheWw KH IUDJ
choices of selectian
The other new way of presenting and consuming the digital documentary in its
multilinear structure relates to the spatial analyss dffords. Regarding the film fragments of
certain locative documentary subjects can provide a semiotic storyline much like the implicit
narratives being used in ecocinerBagital media theorist Adrian Miles identifies the sweeping
transformative propess that impact the documentary when remediated in this new form:
Nonfiction relies on the idea of an authentic relation to the world. As a consequence
GRFXPHQWDU\ PDNHUV DQG DXGLHQFHV ZDQW WKH ZRUN
simply realisedhrough decisions about what to film, what to keep, whagrmnto
edit these into and whos®ice appears when, and with what visuals. However, in

multilinear online documentary each of these things (and all) can cliishigs,
Authenticity’, 2014).
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5.2  The Multilinear Documentary:
As we examined in the previous chapter, the digital domain aff@dsools of
production, exhibition and distribution to the documentary filmmaker, but are these tools
beneficial advancements to the flmmaking ceaftl thedocumentary as an influential
communications toabdr do they complicate and thereby hinder the documentary experience for
the audience?he technology of the craft may be improving, but at what cost to its audiences
and its activist goa®
The interactivalocumentary is redefining its audiences as users in the digital domain as
more and more engagement tools develop in the online production, exhiitebdissemination
of these films. While audiences/users are being engaged more than ever before,gaticordin
Kate Nash in her essa¥licking on the World: Documentary Representation and Interactjvity
SWKHUH LV QR QHFHVVDU\ FRQQHFWLRQ EHWZHHQ@VYROWHUDFW
As we examined previouslyhe sets a framework for examinirtgetinteractive documentary
FRQFHLYHG DV PXOWLGLPHQVLRQDO 3LQ ZKLFK WKH DFWLRQ\
technical systems together constitute a dynamic ecosysteinD V K
Within this framework, we can examine the production and engagement of the
multilinear documentary formalt is important at this point to distinguish the difference between
WKH WHUPV 3SLQWHUDFWLYH  DQG 3PXOWLOlQHBEyYaredovV WKH\ S
often seen to be synonymous, but, in fact, are quite dissimilar. While all multilinear
documentaries are interactivhey have to be in order to engage in thenot all interactive
documentaries are multilinear. A YouTube video, for examnigllinear, but its presentation
platform affords the viewer interactivity by leaving comments and shaCiogceptually, the

idea of a multilinear film is nothing neWe have seen examples of Aateractive, multilinear
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film viewing in popular culturegoing back as far as the 1960s: the video surveillance sesl (
Fig.2 LQ $OEHU®®hajlle@apblag1967) for example The filmpropheticallydisplays

scenes of nefiiction in the various roomdallways and, indeed, all spacBsl & KDUO IRV PDQV

in a surveillancdike manneywell before
the technology was common in family
homesor evenin corporatesecurity
offices! Successful British writer Charlie
Bubbles (Albert Finney) watchesultiple

screenf live video of roomshallways

virtually all spacesn his home

Figure 2

simultaneouslysurveying his world in
The video surveillance wah thefilm

real time. A review in thtlew York 3Charlie Bubbles (1967)

Timesdescribes this scene Mi ZD\ 32QH LPDJLQHV WKDW *RebR¥dMHUYHV K
similar arrangemenit(Alder, 1968).The suggestion here is that the multilinear format of the
documentary film may grant its audien@somniscientomprehension of its profiled social

issue in a waysuallyascribed to deities.

PHSOL& () 1, H)O1 D/ 123X A2 R HRTS D, Yo+ HO(H " <H) - =06, (+ &> )21 (%, $(-"
Y &R0/ K YRR, V@ (Yol AV, 2 BVl 2HE S (24 AR 'B(%2-">],$;+->"$2"/5":$)-(C)"
YD S (19625 /%" 2$%68& () *+, 92" (+"IBBE-." (-1"/5"FY%)*+G"2'9" H/PZ"*"; *+2"/5"5(0.-(+0" %6 (; A"
1J"G"8I8KA
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During that same year, Expo 67 in Montreal unveiled
multilinear project installation on a grand scale called
Labyrinth(see Fig. 3, produced by the National Film Board
of Canada under the direction of Colin Low d&wdman
Kroitor (3/D E \ U LixW/Kihemaexpo67.ca/labyrinthThe
norrinteractive,multiscreen project, incorporated screens fift

feet high viewed by audiences in stagkmlconiesin a

prophetic analysis of his own work, multiscreen editor Tom

Figure 3
'DO\ VDLG 3,1 \RX DUH JRLQJ WR FRQWHJ&&aﬁﬁ&%&Q%%NmFKRLFH

his baby in a scene from thg
ambitious multilinear film,
3Labyrinth” (1967).

the value of multiscreen? Why not let them make their own

choice"” ) H O G P.DM@re than thirty years later, thvery

idea of interactivity was added to the conaefpthe multilinear documentary thanks to the
affordances provided by digital technology.

Referenced earlier,ne of the leading scholars in multilinear theory was Adrian Miles of
the Royal Melbourne Ingute of Technologyvho contributed a major body of work to teaudy
of multilinear documentary storytelling. His first encounter with it was in 1991 when he
UH P DU N H @Gre¥eddd Wself 8¢ ah overwhelming paradigm shift in the practice of cinema
studies 0 L Gbf\\Cinematic Hypertexi8).

In addressing the uniguaffordances of the multilinear format in film, Milesplans its
relational properties through an example of a man being shot.

As an exampleconsider the very simple case of a multilineatea consisting of

three, thirtysecondclips. One sequenceascloseup of a hand holding a gun and

the trigger being squeezed. The second, a body falling to the floor. The third, a

figure entering a room and picking up a gun. These are placed in a multilinear

work where any can occur at any point in the sequéides, Soft Cinematic
Hypertext 67).
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Each of these cliphe argueszan be played
in any order and with each sequential
selection, a different narrative is presentéd.
the third scene is selected to start the
sequence, the story may reveal the Killer.

that scene comes last, the person picking up / - e

the gun could be someone who heard the Figure 4
Scene from Chasing Ice (2012).

shot, discovered the body and wants to
examine the murder weapon. Miles calculates that if each of these three scenes is thirty seconds
long, the linear approach of vedting each one in order yields a86cond film, but with the

multilinear affordance of scene selection or choiceagtleevarious combinations 3JLYHQ WKH
number of possible combinations of the three clip®v KHU H D UcHmbinaidiMidssiodities

(three x two x three) and now therk is nine minutes long if you wanted to see all possible
FRPELQDW L RQf/Cinetnatie Hypertex67).He argues here that documentary fits this

format better than fiction since many of the scenes in dinton narrative are not reliant on

VEHQHV WKDW F R PIH d&cHrh&ntaty yRucaBekily bid any image with anyther

image, continuity of action or narrative is not a formal requirement, the didadttice of the

work largely carrying what mighttberwisH EH WKRXJKW DV QD SdftCvemdtld OHD SV
Hypertext 21).In a multilinear projegtscenes related to the social issue being presented do not

have to relate to each other to advance the narr&iatabase documentary projects

particular, SUHVHQW D ZHDOWK RI LPDJHV WKDW FDQ EH YLHZHG L
overall message. For examplé,Q 5 X W VB&IDB@WpHiony of a Great Cif§927), any of

the shots of Berlin can be viewed in any orseappreciate the message in the title: that Berlin is
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a great city. A more cuent example ideff OrlowskifV GRFXPHQWDU\ RChaGMgFLHU FR
Ice (2012). The impressive tirdapse photography of melting glaciers shot in Greenland and
Alaska(see Fig. 4 can be viewed in any order to understand that these frozen rivers are
disappearing at an unprecedented and alarming rate.

Had these films beenq@mesented in a multilinear format, audiences could have made the
choices Daly called for in 1967 and with these selections they would create relations with the
film fragments thatome before and after, possibly revealing an implicit narratitte this user
generated relational construBly selecting the parts, many differentrssiof the whole can be
U H D O L jHI@ir combination a context and comparisoestablishedhat generates
significance between the otherwise disparaté O P F(®IiLes Boft Cinematic HypertexB6).
One must be careful, warnsmmunications professdo* Druick, of building a multilinear
SURMHFW WKDW SXWVWRBRROOWKEWNRQ R YRHW TVDOH¥FMWN\ RYHU T.
approach renders the project difficult to navigate and includes film fragments that may lack the
content or production quality necessary to contribute significantly or meaningfully to the project.

In hisessayDatabase as a Symbolic Foymew media theorist Lev Manovich argues that
there are two dimensions at play in a multilinear documentary that take the place of a traditional
narrative in a linear documentatpe syntagmatic and the paradigtic (Manovich, 1999).The
former are the elements or fragments of the projects, i.e., the film units. These represent an
H[ISOLFLW QDUUDWLYH 7KH ODWWHU UHSUHVHQWY WKH XVHU
the implicit narrativeRolandBarthesexplains this relationship best in his bodke Elements of
Semiology 37KH XQLWYV ZKLFK KDYH VRPHWKLQJ LQ FRPPRQ DUH L

groups within which vaous relationships can be fouh(Barthes, 58).
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One of the first software progres developed specifically to createractivemultilinear
film projects was launched in the late 1990s by Florian Thalhofer as a documentary film project
about alcoholisntomprisingSDUW RI KLV ODWWkid g @ VO N VAYL YHEUV LW\ RI
film he made was on the subject of the Korsakoff Syndroareamnestic disorder caused by
thiamine deficiency and the software he created to make this film was given the samemame
with a different spelling\W KH . R UV D N R<or3akanhitt//wivw.thalhofer.com
The experimental film projedepicting multiple film clipsor media fileqThalhofer calls
theseSmallestNarrative Units or SNUs) on the single platform of a computer screen caught the
attenton of Matt Soar, a professor 8tR Q W Widria@diaMUniversityvho had just launchethe
Concordia Interactive Narrative Experimentation and Research GEdNER-G, pronounced
synergy with Monika Kin Gagmn in 2000 (Sarkissian, 201®t the time, Thalhofer had taken
KLV PXOWLOLQHDU H[SHULPHQW DV IDU DV KH FRXOG 3, GLG(
3, GLGQYIW NQRZ KRZ WR Sl R@iAhinG Wr&ng.BYOiGiny eVerythigH V|
wrong, | invented a new patiSarkissian, 2010). After being recruited by Soar and his CINER
G group, Korsakowvent through a major overhaul. The system was refined aladinehed in
2009 with a goal of making the softrvesaccessible to everyone.
3 P DOZD\V RQ WKH ORRNRXW IRU QHZredti@HDV DQG Q
HISUHVVLRQ "~ 3WEKWUBRBUQRWKLQJ TXLWH OLNH .RUVDNR.
weekend and a modicum of skill, anyone can make -d MOP S WV DERXW
DFFHVV (Fatkidian, \2010)
As examined in the previous chapter, the democratizing of the documentary filmmaking
process is at the heart of the collaborative component of the interactive documentary. Extending
from the participatory mode, so richiynployed by Ivens, Tessjeand Low to effect social

reform for the people their films profiled, the multilinear software created by Thalhofer and

developed by CINERG now allows anyone to tell their own story in this unique fashion. Just as
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the PortaPakeere put in the hands of community member§TiR Stlacquego tell their own
stories, Kosakow is now being put in the hands of anyone in the world with a computer and
access to the Interntt tell their stories
While the technology of multilinear domentary filmmaking continues to evolubgre
are critics whose assessments poirduigentproblens of functionality. Specifically, they
indicate that adiences sometime struggle in trying to keep up with anewenging set of
parameters of engagemelnt.the second edition dew Challenges for Documentaidan
Rosenthal and John Corner express this struggle in their introduction:
The nonlinear, interactive properties of the web create possibilities for
documentary work at the same time as they arelstacle to the kind of
SXEOLF pFRQIURQWDWLRQY RI YLHZHU ZLWK WRSLF W|
sought. In this confrontation, it is often quite important that viewers do not
have too many options immediately available for negotiating their route
throuJK WKH PDWHULDO WKDW WKH\ MXVW KDYH WR pupO
(Rosenthal, Corner, 5).
7KH FRQFHSW RI 3WRR PDQ\ RSWLRQV" LV DW WKH KHDUW
Supporting media such as additional video, weblitdests,and pictures, magrovide an
HQKDQFHG SUHVHQWDWLRQ RI GDWD UHODWHG WR WKH GRFX
PD\ LQWHUUXSW WKH WUDGLWLRQDO H[SHULHQFH RI VLPSO\ -
documentary. Too often in a multilinear project, all meslipresented simultaneously, requiring
choiceswhich on one hanémpower the usewhile on the other handstabishingan interface
that could disrupt the flow of traditional audience engagement.
Adrian Milesargues that whiléhe format of the multilinear documentay conceived
by the Korsakow systeimolds promise for the future of documentary storytelling, its current

iteration is problematic:

Korsakow foregrounds a computational rather than narrative logic, which is
perhapswhy it has been so misunderstood catly and why to work
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successfully with Korsakow requires some surrendering of your agency to the

proceduralGHPDQGV RI WKH KoQriaké sBride \n\avidhoHKRrsakow,

for making and viewing, it needs to be reomgd, deeply and seriously as a unit,

system, and actor network. We are actants within this system, but never its centre

or origin. For documentary this proposes a reading and making of the world that

is not predetermined nor fully controllable, for makeeader, narrator, or the

work. (Miles, 219.

In terms of a remediation of the documentary form, Miles suggests that multilinear
creation systems like Korsakow are still in their infancy in terms of producing projects that both
filmmakers and audiences are comfortable using. Miggests when the ewigcy with which we
usually engage in the production and viewing of documentary film is abandoned, so too is the
traditional experiencef film spectatorshipleading tomisunderstanding at best, frustration with
engaging with an unfamiliar interface at woBut at the core of the multilinear format is a
problem Miles identifies as the chief challenge in making these projects truly documentary: the
storytelling structure. The traditional linear narrative is easy to follow as the road from beginning
to end hadeen paved for us by the filmmaker anddu#torialcrew; howeverin a multilinear
IRUPDW WKHUH H[LVWV D 3VLPSOH EXW GHHSO\ VRSKLVWLFL
fragmentary wholes can be presented and related to each other in a way thatteeable
SURGXFWLRQ RI D QHZ DQG F R HSttl&ttivel Qocunte@ddy AKROH™ OLOHYV

Echoing heseconcersis GLJLWDO KXPDQLV.VEhé arjueXibdiz 21)0\QQ
multilinearformat and the Korsakow systeamparticular, suffers from a lack of ediial order
and the platfornunderuses the digital enhancements available to it in its residence online:

(I)nteractive online films (documentary or drama) designed in this &ermore

often reified experiences that rarely create an emotioesbnancewith the

interactant and this is a consequence of two factors. The first théhamoval of a

fixed editorial structure results in the absence of a senaenafrowing horizon of

choice leading to dramatic climax and conclusioiheseconrG LV WKH RIWHQ plODW

MVWDWLFY LQWHUIDFH G H \ddvaQad¥ & thevafict@aNdds/ofRv€bO\ PLQLPL
interfaces, where the focus of interactisnorly on what content to view next

21)0\QQ
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&RPLQJ WR LWV GHIHQdatdr MR SO X BRZEVWWR WKDW 327)0\QQ
to be conflating her own expectations and tastgsecifically, an overriding investment in
MG\QDPLF LQWHUIDFH G Hwth th@4rctual fifaddadcgs of Korsakow as a tool
for flmmaking " (Soar,161). These critiques are helpful sigrosts for designing a multilinear
project that addresses these concerns conceptually and in practice.
The creators of Korsakowhalhofer and Soar, define the individual film clips in their
SURMHFWYV DV 3V P DOINUS)bécapseli is e inertiod @at these clips tell a
VWRU\ KHQFH WKH GHVFULSWRU 3QDUUDWLYH" $GULDQ OLOF
3J U D Q X O D UdtriMs loaded ith descriptoas the clips such as durati@amd relationkty
to each other(Miles, Programming Statementsl47). Traditionally, he argues, granularity in
film theory refers to the individual sks that when edited togetherarspecific order form the
linear narrative of a film. In multilinear filmmakinghe granules of the projeatestill the shot,
but now the order of their viewing is controlled by the spectator, not an editor.
(The granularity of the system is suchttlitacan be subdivided in terms of
duration and still be immanently meaning&ibnce we recognise the importance
of such external relations wercaee that any shot must, by déion, exist in a
multiple set of possible relations with other shdMiles, ¥rogramming
Statement§ 148).
| believe this is where many multilinear projects fail. Tingltiple set of possible relations with
other shotsFUHDWHYV WKH RSSRUWXQLWLHV IRU VHYHUDO 3EDG FR
might haveconceived, but that their audience may not make. It is therefore essential in the
creation of a multilinear documentary to ensure that the SNUSs, the film fragments and their

granularity are not depndent uponrelating to each othehrough connectivity. ldw can this be

achieved? By making the fragments autonomousouttbacrificing their relationality.
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| have created a multilinear documentary film project that we will explore in the next
chapter thaappliesthis theory. If the film units are independéh SRGREV"~ RQ D VXEMHFW
consistent with each other, theaintainrelationalitywithout requiring a specific sequence of
viewing to provide contexiThey relate to each other by subject mattkile standing on their
own with independent narratives. Wimakes the multilinear project more robust than a linear
documentary on the same subject is the various analyses that emerge when the viewiterelates
film units with each other, as well as with spatial and temporal analysis affordances.
5.3  The Database Documentary:
The documentarfilm has seen many remediations since entering the digital era: the i
doc, the webdoc, the ecocinematic documentary, the multilinear documentary, as we have
examined in this and other chapters. In fact, one digital documentary s&talanti Dionysus
has identified as many as fourteen versions of the documentary remediated by the web
(Dionysus 2018). What they all have in common is their capacity to be yet another version of
the genre, the database documentary.
Many scholars Manovich (2001), LovinkZ008), Keep (2015)argue that all digital
documentary projects, to some degree, are database documentaries. The digital domain in which
they reside can accommodate infinite content provided by filmmaker, audience and even
community participants. As succ DWDEDVH GRFXPHQWDULHY DUH RIWHQ U
GRFXPHQWDULHV’™ | Rantindddyytow. AOSamIFRLIGAUMaNzRso accurately defines
it in her book,The Living Documentary: From Representing Reality tec@ating Reality in
Digital Interactive Documentary D OLYLQJ GRFXPHQWDU\ LV 3DQ DVVHPEOL
E \ « H O H RHat@M Nhked through modalities of interacttoD QG FDQ EH PRUH RU OHV

WUDQVIRUPDWLRQ  *DXGHQ]L
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A living documentary, simply put, is a film without end ahd fits quite comfortably in
the multlinear format that affords temporal and spatial analyses. These considerations provide
the continually growing database with content that transforms both the explicit and implicit
narratives of the story. In the casiea social issue documentary, using a database documentary
project as a policy resource, corresponding social reform can take place not jusaence
linear documentarytbut several times as new, updated data become available within the project.

In his article ®The Art of Watching DatabasésGeert Lovinkfounding director of the
Institute of Network Cultures DUJXHV WKDW 3 Z H QR ORQJHU ZDWFK ILOP
GDWDEDVHV"™ [R¥ explains that oQr dnddunters with databasegiopre preferred
WR OLQHDU SURMHFWY EDVHG RQ WKHLU DELOLW\ WR EH VHELC
IUDJPHQWYV" /RYLQN KH DVNV 6LQFH ZH QRZ KDYH WKH F|
to stay engaged with a database documemmajgct much longer than the ninety minutes we
used to give to a traditional, linear documentary film (Lovink, 12).

Another definition of the database documentary is provided by Anne Burdick et al in the
bookDigital Humanities

Databasedocumentaries are mulinear. They are not watched, but rather

performed by a reader/viewer who is provided with aeseof guided paths; and,

unlikethe cinematic documentary, which is freanding, database documentaries

may be built on multiple, ovappingdatabasegBurdick et al, 54).

But can these seemingly random collections of imatfés1 fragments tpresented in a

multilinear space be understood as narratives? Can they tell a story if they are viewed out of



context without any ordered sequence?

Manovich argues that they can by presenting
FDVH XVLQJ WKH H [RdnSvithth
Movie Cameraza nondigital project made in
1927. Manovich describes Vertov as the

SPDMRU GDWDEDVH GRFXPH

WZHQWLHWK FHQWXU\" 0D

Man with a Movie Camers perhaps the

Figure 6
Elizaveta Svilovaditing SMan with a

LPDJLODWLRQ LQ PRGHUQ P HM8V|i_eDCW@:@%ﬁ@;ﬁ:@?ﬁ?ﬂeﬁwm

239). The mairdifference between this analogue film and its digital counterparts is the lack of

most important example of a database

audience interactivity, but even this is suggested through scenes showing the aondfrence
ILOP SUHVXPDEO\ SLQWHUDFWLQJ" ZLWK W KdH they@ppedat K H\ DUH
But how does this film serve as a database documentary and does this structure yield a film that
carries a message of social reform and how effective is this technique in delivering this message
to its audience? Manovich offers an explaorat
In one of the key shots repeated few times in the film we see an editing room with
a number of shelves used to keep and organize the shot material. The shelves are
PDUNHG 3PDFKLQHV ~ SFOXE "~ 3WKH PRYHPHQW RI D FLW\
illusionivw ~ DQG VR RQ 7KLV LV WKH GDWDEDY¥H RI WKH UH
SHUWRYTTV ZLIH (OkdDRdd B bis Giowd® RofKing with this

database: retrieving some reels, reiugrused reels, adding new ones (Manovich,
23940).

ThewayWKH ILOP LV FXW ODQRYLFK DUJXHManWH@XoMWwV LQ WKH
Cameratraverses its database in a particular order to construct an argument. Records drawn from

a database and arranged in a particular order become a picture of modetr |lWV VXEMHFW LV
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ILOPPDNHUYfV VWUXJJOH WR UHYHDO VRFLDO VWUXFWXUH D
(Manovich, 240)Database documentaries, therefore, possess the ability to reveal implicit
narratives necessary in presenting argumentsdoial reform.

One of thescholarly affordances of the digital world is the way multiple elements can be
analyzed and investigated spatially. The Spatial Humartfess us new ways of investigating
interdisciplinary scholarship from a perspective ai@® In examining the documentary film
throughthis lens, we see relationaditterns emerge both spatially and temporally providing data
and narrativesiot necessarily evident in the documentary film itself.

5.4  The Spatial and Temporal Turns:

The digitalworld has afforded us anotherethod for interdisciplinary study: spade.
their introduction to the booK,he Spatial Humanities: GIS and the Future of Humanities
Scholarship editors David JBodenhamer, John Corrigan and&Vor M. Harris explain that

KXPDQLVWY KDYH ORQJ EHHQ IDPLOLDU ZgiWwhéayeaniplésDV D 3FF
3 JHQGHUHG VSDFH"™ 3WKH ERG\ DV VBdVEdHllaB@e&réMiving- LD OL]H G
their intgestin3s\WKH LQIOXHQFH RI SK\VLFDO RU JHRJAWD SKLFDO VSCLC
FXOWXUDO GHYHORSPHQW" %RGHQKDPHU HW DO YLL

A lot of this renewed interest, they argue, has come due to the rise in popularity and use

of a digital tool known as Geographiformation Systems (GIS) mapping. Tloisline

DQDO\WLFDO SURJUDP 3OLHV DW WKH KHDUW ™ RI WKH VSDWLI
YLVXDOL]H LQIRUPDWLRQ  %RGH QKIIdP &hblysisWf da@in dlge ,Q WXL
volumes to beseen from the metaphoric and arguably actual height of 10,000 feet. This unique
perspective in scholarship facilitates the discpw#mew dataor as | have been arguing in its

application to documentary film, implicit narratives: LWKLQ D *,6dxeovelJV FDQ
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relationships that make a complex world more immediately understandable by visually detecting
spatial patterns that remain hidden in téX®odenhamer et al, vii).

Within the construct of a GIS map, temporal analysis can now be added providing an
additional discipline o$tudy Specifically, history can be applied heDecorated American
humanist Edward L. Ayers believesti@tDSV DQG KLVWRU\ DUHyWwhéehHS O\ FRP S
lookedatasODQGVFDSHY DQG WLPHVFDSHV™ ,QYRNL@Yed/ KH ZRUN
DUJXHV WKDW 3ERWK SURYLGH D ZzD\ RI UHYHUVLQJ GLYLVLEL
sense of the whole. Maps and histories do the sameokindrk in different disciplines, in
GLIIHUHQW GLPHQVLRQV RI KXPDQ H[SHULHQFH" $\HUYV

This research binary is a valuable asset to the social issue documentary, especially in a
multilinear format and presented on a platform of a GIS maynitextualizes the profiled issue
in new ways affording the changemaker a deeper understanding of the issue through new spatial
temporal knowledge not usually available in traditiphakardocumentaries. This facilitates the
creation of more accurate @y to improve conditions for the disenfranchised members of the

profiled community.
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To demonstrate a GIS platform for a
multilinear documentary film project, a sample hag |

been created callethe Documentary Film World o7 il SO e

The project showcases most of the documentary | % . TABU

A STORY
OF THE SOUTH SEAS

films referenced in this monograph in their entirety
as well as other higprofile and awardvinning

social issue documentaries, situating them at the

geographic coordinates of where each film is set and Figure 5
Production still for STabu: A Story of
listing the year of production in its metadata. This the South Sedg1931).

design sructure affords the user the opportunity to analyze the data (the films) both spatially and
temporally. For example, there are two documentary filmddadcia the South Pacific island
nationsof Tahiti, Tabu: The Story of the South S€a830)(see Fig5) andFiji, Among the

Cannibal Isles of the South Pacifit918. The subject of each documentary is an ethnographic
examination of indigenous people living in remote parts of the world, specifically, the islands of
the South Pacific. A temporahalysis reveals #t these films were made in 1948d 1930, the

early days of documentary filmmaking. With this very small sample set of two, a user may
conclude that ethnographic study in this part of the world waspalarsubject to profile for
documHQWDU\fV HDUO\ ILOPPDNHUV )XUWKHU DQDO\VLV PD\ U
from the West might represent some strategic colonial interest in these island nations. In fact, an
extended temporal analysis of films posted in this database andpomadi® 1930 will reveal

two other documentary films of remote locations (the Arctic) showcasing similar ethnographic

studies of its native peopl&anook of the Nortfl1922) andRomance of the Far Fur Country

UYL & () Y6H+"+, +-0b", "SI~ 019623 " A5 V660G, %62 6+"+$,."622'%..7
IH$Y68 )5+ ,-J0%) %o+ 118527 +3*8'4 8
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(1920). As twoor even fourfilms is not elmugh of a data set for any conclusive analysis, it may
prompt a deeper investigation into the ambitions of colonial and ethnographic filmmaking in the
early days of the documentary, a theory asxtasily conceived without the aid of this data
visualization tool.
A project such as this also serves as a living database documentary, a digital library of
social issue documentary films made worldwide fromlalbe nineteenth century to the prese
and into the future. It also affords the curation capacitgdonmunity involvement and
representatiant is not a singleauthored work, like a linear documentary often is, but one that
can include all voices in the social issue documentary. As Roland Barthes might say, this
technology may very well signal the deatfithe director.
The Documentary Film Worlas created with a new beta software developed by
Google known agusion TablesLaunched in June, 2009, Fusion Tables is still in beta mode
while users continue to contribute areas of improvement and troubteghto its developers. In
D SDSHU ZULWWHQ E\ )XVLRQ 7DEOHVY GHYHORSHUV WKH\ HJ
the way they did:
The goal of Fusion Tabdeis not to replace traditionalatabase management
systems and applications, amgitheris the goal to simply move such applications
into thecloud. In contrast, the objective is to offer data managefuaantionality
WKDW H[SORLWYV WRGD\{W drdePts Xfiactv@ly eHaBl¥ hawR QP HQ W
users and uses of datenagement tecliogy (Gonzalez, et al, 1062).
Exploiting WRGD\TV 3FRPSXWLQJ HQYLURQPHQW™ DGGUHVVHYV 279)C
V\VWHP LQ OLPLWLQJ LWV DFFHVVLELOLW\ WR 3WKH DIIRUGDC
opensource, necost access and relagly userfriendly interface democratizes the technology

previously privileged only to those with an understanding of coding languages. In much the same

way the PortaPak, tHaternet,mobile devicesand Korsakowput documentary filmmaking into
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the hands foglobal communities and not just the previously privileged professional flmmaker,
Fusion Table, and other GIS software like iibtroduces another democratizing technology for
documentary film production to people worldwide.
5.5 Quantitative GIS:

Scholars such adan Gregorya professor of Digital Humanities at Lancaster University,
Allister Geddesa lecturer in Human Geography at the School of Social and Environmental
SciencesandPaul S. Ell founding director of the Centre for Data Digitisation and Analysis at
%HOIDVWYV 4XHHQYYV 8QLYHUVLW\ &vdHablesw@®HdoMbrRI WKH *,6 ¢
humanists. In their booR,oward Spatial Humanitiessregory and Geddgmint out that the
eaUO\ XVH RI *,6 ZDV FRQWURYHUVLDO 32SSRQHQWYV DUJXHG \
unacceptable form of positivism with no epistemology or treatment of ethical or political issues
(Gregory, Geddes, ix). This is true when GIS is regarded in its natata| sut through
multilinear documentary films populating geographic locations on a GIS platform, the ethical
and political nature of documentary invigorates the GIS platform to prévadevhich its critics
claimis missing.

Another dissenting voicis expressed by Ell who, arguing that Humanities GIS is still in
DQ *HPEU\RQLF VWDWH" VXJIJHVWV WKDW WKH TXDQWLWDWL"
KXPDQEFYOMWHQGY WR EH OLPLWHG WR FHUWDLQ G4 VFLSOLQH
largely quantitatively based, analyzing census data, for example, and focuses mainly on maps
and other visualizations. Humanities GIS conceived in these terms will always have limited
appeal (0O 7KH FKDOOHQJH WKH U H I Rdintply In¥heQeRmaysW R X V H
but todevelop new approachesintroducing ethical and political content in epistemological

structuresAs this is in the nature of the social issue documentangue thageographically
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situated documentary film fragments caqp@nd the GIS infrastructure to inclithis

humanities perspective. Furthermoffehe participatory nature of community representation in
the filmsis addedas well aglobal interactive collaboration afforded by its digital domain, we
can nowconstruct a platform that provides multiple disciplines of study and a more robust
instrument of investigation for humanists, social scientsidpolicymakers who work in these
areasEll concedes that while not yet practiced, GIS technologies holdagmbility for this

kind of structure and resulting research.

All humanities research sources contain key elements that can be used by a GIS.

First, informatiorhas a spatial location whether expressed precisely or generally.

Second, all humanities dateortains a temporal marker even though its

JubD@XoDbuLw\ PD\ YDU\ IURP PLQXWHY WR D GHFDGH F|

KXPDQLWLHY GDWD FDQ EH FODVVLILHG E\ VXEMHFW«*,
location as an attributand as such allows for more exactingamization of

information than the traditional subjdeased approach. This functionality,

coupled with the proliferation of electronic resources, offers new opportunities

for resource discovery and use by humanities scholars (Ell, 145).

This nascent technolody thearena of research provides epistemological precepts upon
which traditional disciplines in the humanities can be added to build an infrastructure of new
study practices that yield new knowledge. This emboldens the quantitative of GIS with
the qualitative nature required by policymakers engaged in social reform prGjessequently,
aremediation of the documentary film within this framework may enhance its ability to effect
social change.

5.6  Qualitative GIS:

If we consider a GIS platform as being inherently quantitative in terms of measuring time

and spatial distance between its situated data, then the technologydisnemsional in its

disciplinary approach to study. However, when we introduce content thateefsrdsata in more

interdisciplinary forms, including such perspectives as ethics, morals, social stutjies
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anthrgology, gender, ethnography, agidbalization, just to name a few, a qualitative nature
emergesNaturally, all of these disciplines car bepreseted by film and film can popula®1S
platforms as SNUs. More specifically, documentary film, containing both quantitative and
gualitative data, can provide a wedlunded resource of factual information with humanistic
frames of reference viewedrough the lenses of spatial and temporal analyses.

Using GIS in thignanner is beginning to attract the activist in building stronger
arguments for chaye, one that combines dispassionate dataimplassionedocial justice
arguments in an easily accessible and widely distributable digitaato@ne experiment in this
approach comes from climate change journalist and activist Mason Inman who created a GIS

map of fracking sites across AmericalledFracking in the North Dakota Oil Boo(2015) 2 In

a report on the contentis issue of frackingthe process of injecting liquid at high pressure into
subterranean rocks, boreholes, etc. so as to force open efisgimgs and extract oil or gas

Inman created a map of all North Dakota fracking projects to provide transpdoe the

JHQHUDO SXEOLF LQ HQYLURQPHQWDOO\ WKUHDWDYHIQITBUD |
seen any interactive maps out there that let ordinary citizens easily explore the extent of this

boom”~ , Q P B\dyentures in Mapmaking 2015).While admitting not to know what to do in

activist terms with this data visualization project, Inman says he created it to assist those who do.
3S7KLV PDS DORQH ZRQTW DQVZHU WKRVH ELJ TXHVWLRQV , KC
Dakota mightast. But tracking how the boom is unfolding is one crucial part of understanding

the potential for the longV HU P~ AQvemu@es in Mapmaking@015).

HSY68S" (&) FSHHSYOE () &'V H+,)-. ) HY%. *#)081)2..3,- /+" 0112))234"05678",9" - ¥$<4"
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GIS scholar and geography professor at the City University of New ¥akanna
Pavlovskayacites tlis project as an examptg qualitative mapping recruited for activist
intentions using terms more commonly referenced in descriptions of social issue documentary
W K H Ruklitaive GIS has much to contribute to neogeography in terms of understanding the
collective practices of geographic knowledge production. This research on community
participatory mapping and public participation GIS commonly involves academics who mediate
the interaction between communities, @&8hnologies, and policymaker@avlowskaya 7).
'LWK WHUPV VXFK 3 SDUWLFLSDWRU\ PDSSLQJ" XVHG LQ FRQQ|
SSROLF\PDNHUV" ZH VHH WKH LQIOXHQFH RI WKH VRFLDO LVYV
mapping technology as an influential communications téol, then, an the documentary film
be married to the digital platform of GIS?
Gregory and Geddes believe this is possipeKH ILUVW FKDOOHQJH LV VLPS¢
effective spatial databases of qualitative sources. The development of attributable data in a range
of nontraditional formats such as still images, movies (@aclmentary films and sound will
definitely contine within and beyond GIS' HYHORSLQJ H[WHQGLQJ DQG GLVVH
UHVRXUFHVY KDV WKH SRWHQWLDO WR SD\ KLJK GLYLGHQGV IF
GIS theorist and author of the ess@iyie Geography of Film Production in Italy: A
SpatialAnalysis Using GIS, Elisa Ravazzoli agrees that film cplay an important role in new
knowledge mining through GIS technologieler analysis echoes the semiotic storytelling
SUDFWLFHV RI HFRFLQHPD 3* 6«KDV WKH F@R8DQpeE ¥\ WR LQWH
LQIRUPDWLRQ WR GHWHFW VSDWLDO SDWWHUWfatlal DQG WR GL

analysis can be used for the investigation of many aspects related to film. It enables the study of
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the intrinsic spatial relations between thengdats within the film, (and) the analysis of the
UHODWLRQVKLS EHWZHHQ WKH VSDFH RI WKH).ILOP DQG WKH |

A documentary project seeking to impact a social issue can theoretically 8itnate
fragments of the subjegeospatially through a multilinear storytelling structure. A subject such
as povertyfor examplecan have documentary segments focus on the social issue as it presents
itself in different cities, urban and rural environmeaisd countries. Analysis dfiese SNUs
spatially couldostensiblyreveal patterns related to public policy or seetmnomic infuence.
Further analysis tempofgl tassuming the films are made over the course of several years
could illuminate these patterns even more in terms @t sdciopolitical conditionswere in
place at each time.

This creative structure is an early model for how to build a social issue database
documentary+a narrative order needs to emerge from the apparent chaos of unrelated film
fragments. The criticisme examined in the multilinear format also demands some form of
relationalorder to establish a perceptible narrative. To this end, | propose a multilinear,
interactive, database documentary film project that maintains a consistent subject and theme in
eah of its film fragments. These SNUs are not pieces of a story, butaltamel stories in and of
WKHPVHOYHYV 7KHGRAVYH QQEHPHQGHQW RI HDFK RWKHU \HW
story collectively. 7KLV DSSURDFK VDWLWHRBY WKXKHXJIARRINHDRACHOD VW G E
and Corner 7TKH FRQVLVWHQW VXEMHFW RI HDFK ILOP IUDJPHQW LC
UHODWLRQDOLW\ EHWZHHQ WKH ILOP XQLWYV 7R DGGUHVYV 27
Korsakow interfacand its lack okditorial structure, | propose presenting this multilinear,
interactive, database documentary film project on a platform of a GISSimap.each film unit

is an independemtory, editorial structure is built in to @aunit. Furthermoresinceall film
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fragments arstories about the same subject, differing primarily by geographic location, they all
relate to eacbthernot onlythematically but spatially and temporally as well
5.7  Conclusion:

In the previous chapters, we have explored how thadian tradition of participatory
and community filmmaking resonated with the changemaker in a positive and productive way.
We also saw how ecocinema and digital tools and platforms provided affordances that enhance
the goals of the documentary film in imfoing and influencing positive social change. The
multilinear format+when constructed in a relational manngakes these remediated advances
and amplifies the data and its relevant interpretations to provide the changemaker with a more
informed understnding of the social issue profiled.

The next chapter will examine how this new documentary remediation works to serve the
changemakey incorporating the historical precedents, theories, methodo]@gidsapproaches
we examined to have worked most effeely in the previous chapter8s a case studyhis GIS
multilinear documentary film project built with Fusion Tables addresses the global issue of
climate change and how it is being used by the policymakers of the United Nations as a data

delivery sysem.



Chapter 6: The GeoDoc: A Locative Approach
to Remediating the Genre

Figure 1

The Youth Climate Reporian interactive, multilinear, database documentary film project
presented on a platform of a Geographic Information System map, currently used by the
United Nations Climate Change RP P X QL FD W L R @$ ¥ d&adlde|esWwg\3tdrt for
delegates attendg its annual climate summits known as the COP conferences.
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6.1 Introduction:
Geomedia, both as a term and as a study discipline, is relatively nemogative
locative technologies are beidgveloped andsed to analyze data geospatially recngiti
various media in thisndeavourThis chapter investigateéle role the documentary film is
taking in geomedia as its digital remediation continues to evDlwes this new platform for the
social issue documentary enhance its ability to effect sdegadge or doeg overcomplicate the
DXGLHQFHTY HQJDJHPHQW ZLWK WKH ILOP DQG LWV LGHRORJ
First coined by Thomas THierann L Q DV D 3 JHQUH  Rt¢orp@alihgR XV PHGL
location(Thielmann 63), the term geomedveaas first recognized adectronic applications of
cartographyin particular, car navigatiosystems. In examining this technology theoretically,
Thielmann sees the genesis of a new source of knowledge:
The dynamic representatioflocation in(car)navigation systems could therefore
lead to a crosslisciplinary understanding of geography as a cognitive system in
the widest sense of the phrase, which deals with the connections between subject
and location. This not only fevaluaes the discursive positioning of the subject,
but also integrates view points, difference strategies, contextualizations in space
and time, and intelligible articulatiori$hielmann, 73).
The contexd of time and space provide unique affordances to documentary content used
in geomedia projects. New temporal and spatial narrativesvetish allow the opportunityor
a greater understanding of the profiled documentary sukjeatmunications schold&rancesco
Lapentadefines geomedia as existing mel&ng used in this same epistemological waut
incorporating more of the affordances of the Internet
These technologies, that | call geomedia, are not new media per se, but platforms
that merge exis@ J WHFKQRORJLHY HOHFWURQLHBaseBAHGLD x xWKH
and Augmented Reality technologies) in a new mode of digital composite

imaging, data association and socially maintaingdta exchange and
communicatior(Lapenta,l).
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Thelast two purposes begin to sound like the hallmarks cddbel issuelocumentary film:
community participation andew communications methods fpeaking truth to power.
In hisbook on geomedigeomedia: Networked Cities and the Future of Public §pac
Scott McQuireintroduces the concept of interactivity as a defining feature:
S*HRPHGLD LV D FRQFHSW WKDW FU\WWDOOL]HVY DW Wil
trajectories: convergence, ubiquity, locatimvareness and refine
| HH G E W/Ralis differentm the present is the way the distributed architecture of

GLILWDO QHWZRUNV RSHQVY PMWHE HI ESHRGBEDGMhdmIR P RRID QU H D O
supporting novel exgriences of social simultaneifcQuire, 4)

These three definitions of geomedia

situate the genre in its communicative
nature alongide the social issue
documentary film. Thielmann, Lapenta,
and McQuire all refer to the ability of the

technology to reach many and to have

projects be created by many. As we

g

_ ) _ ) Figure 2
examined in previous chapters, this echoespne of the earliest uses of cinematic cartogray
in docudrama film can be seen in this screel
the successful methodology of the shot from the 1917 filn\iAmong the Cannibals
Isles of the South Pacific

community-based and participatory

documentary film.

The platformis fertile ground to grow the documentanya newly conceivetbrm. The
documentary film has had brushes with geomedia in its(pastFig. 2, primarily to advance
storylines +a term collectively refeed toascinematic cartographyn their bookLocating the
Moving Image: New Approaches to Film and Plabdia Hallam and Les Robedsgue that

3 fhematic cartography refers less to the presence of mdi® than to the cultural, perceptual,
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and cognitive processes that inform understandings otpldaQG VSDFH™ +DOGODP 5REH
7TKHUH DUH WKUHH PDLQ 3VKD PHéranmphtiedeQandAealL F FDUWRJ
9LHZV ZKLFK WKHRGHN YHiews\HRIldr Rbberts, 18). This becomes significant
when we recall thélew York Time&968 review othe film Charlie Bubbleswvhen film critic
5HQDWD $OGHU GHVFULEHVY WKH VFHQH VKRZFDWMINQJ &KDUOLI
suggestive of how*RG REVHUYHV KL\CHR@z& 5% Qhephhdpti¢iview afforded
E\ JHRPHGLDTV VSHFLILF FRQ Yhyduygess aR orfnisQéhPubdarst&ndid U W R J
of that which is being studied, in this case, the issue presengedhultilinear format on a
Geographic Information Systeptatform.Cinematic topography in this form structures spatial
knowledge thedocumentary film fragmenthat comprise this geomedia platfotetl their own
stories in addition tamplicit narratives that are revealed by relating the film units shaaaid
temporally WKHUHE\ JUD QWL QJ N\QRZ DXL LFRFESHHE st QIOR Q R |
A geomedia technology that employs GIS mapping, but is not a documentary film
project, isUshahidi,a nonprofit technology company whose naiiUD QV ODWHY WR 3SWHVW
Swahil. As we examined in Chapter 5, the digital divide prevents timogamote communities
IURP SDUWLFLSDWLQJ LQ VRFLDO MXVWLFH SURMMVFWY 8VKD
design new products and initiatives with a global perspective. Our aim is to serve people with
limited access in hartb-reach places! The crowdsourcing tool geolocates participants who
upload data to contribute a collective voice on a social issue from their own mobile device. In
SHDFHNHHSLQJ HITRUWYV WKH 8QLWHG 1DWLRQV KDV HPSOR\}I

Department of Field Serses uses Ushahidi to run Biuational Awareness and Geospatial

U} EHEE () ($4+, & & HIBVO%6$E () (H($+,-H++/"/01).8&2& 31" HAI56" T$!
8%0:133; 1 <<%%%$&'() (*0*$+,-<)=, &3
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(SAGE) programlt is used to keep all field offices Mali, Haiti, South Sudan, Lebanon, and
the Democratic Republic of the Congip-to-date on daily activities and situational awarenéss.
While not a documentary film project, this is an example of how georhedithe potential to
democratizenargnalized communities and narrdwe digital divide. ltis also a good example
of how an international bodyf changemakersuch as the United Nations values such
technology.

As we haveexamined in previous chapteremediating thelocumentaryorm with the
affordances of the digital domalmas already taken place: thdac, the web doc, the
ecocinematic documentary, the multilinear documentary and the database documentary. Is it
possble to unite these globatructuresand introduce them to a geomedia genre to modify the
documentaryrogressively to empower its ability to effect positive social chahGan a
multilinear, interactive, database, social issue documentary film project intended to inform and
influence power benefit from an exhibition platform of a GIS map@ if it can, will its activist
intentions survive the process and contributarimore effective and productiammunication
tool?In thefollowing case study, we will examine how one experimental project, currently being
used by the United Nationagddressethese questions.
6.2 Case Study:The Youth Climate ReporGIS Project

By incorporating the researchtile VRFLDO LVVXH GRFXPHQWDU\TV DELO
instrument of social change; its technological, epistemological, and artistic reformghsince
dawn of moving imagesind cinema; and itsansformations in all aspects of documentary

production, exhibition and distribution in the digital abkave createdn experimental project

QAR RN RN NN NN NN NRARRAR RNy
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to test the areas that have proweitheory and pactice to best servle activis intentions of the
social issue documentary in an alttge new form | calthegeodoc.

The geedoc is characterized primarily as a multilinear documentary film project
presented on a platform of an interactive Geograjpiiarmation System mapi he experimental
projectl built with this infrastructure is callethe Youth Climate Repofs1S Project(YCR). The
YCR project, as its name suggests, is theoretheenvironmental issuef climate change
global in nature, and pdoiced in an ecocinematic style, incorporating a mode engaging
participation from the global communities of youth and scielts&IS exhibition platform is a
digital map of the world.

6.3 YCRProject Background:

In 1972 the United Nations Conference on the Human Environment, more commonly
known as the Stockholm Conferenestablished the United Nations Environment Programme
(UNEP). Part of its organizing structure include?éVaSHFLILF PDQGDWH WR SURYLGH
programme designed to create the awareness which individuals should have of environmental
LVVXHV  DQG WKDW 38 W KLV SURJUDPPH ZLOO XVH WUDGLWLR
FRPPXQLF O Wdcen@nendation 97Report of the United Nations Conference loa t
Human Environmeng4).

Without expressly identifying film, and written in the days well before the common use
of the Internet and other digital media, this mandate opened the doors for documentary film
projects to participate in providing data relatee@nvironmental issues to policymakers and the
public at large through UNEP. In her bo@k,een Documentary: Environmental Documentary in
the 2F Century Helen Hughes argues that this UN mandate was particularly influential in the

rise of theecodoc:
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For the environmental documentary the significance of this meeting (the Stockholm

Conference) lies not only in the institutional developments but also in the

UDWLRQDOL]DWLRQ DQG H[SDQVLRQ RI HQYLURQPHQWDO

that hagreated a visible and legible data and insights that inform global discussions

on the environment. It becomes particularly prominent in documentary films on

climate change in the twenfirst century(Hughes, 26).

This invitation to documentary filmmakersorking with scientific themes is not
XQSUHFHGHQWHG /RQJ EHIRUH WKH 81 H[LVWHG WKHUH ZDV
in the service of social justice by involving them in film. In 1935, an organization called the
Associated Realist FilmrBducersvas formedo establish contacts between scientists and
documentary filmmakers (BooFRjlms of Fact 81-3). The organization had a panel of advisors
FRPSULVHG RI ILOPPDNHUVY DQG VFLHQWLVWY ZKR ZHUH DOO
reekWLRQV R VF LStiened] SoctetiRan@Documenta823). Panel advisor and biologist
IDQFHORW +RJEHQ GHVFULEHG KLV RUJDQL]DWLRQYV JRDOV I
progress:

Money and effort spent in diffusing political propagandahhize far more usefully

employed in promoting ad hoc societies to finance the production of documentary

films dealing with specific social issues’r KH Z L O @hpepalior- & menof

science, the financial support of persons belonging to different pofpigctés (or

QRQH DW DOO DQG WKH FUHDWLYH ZRUN RI ILOP GLUHFW
VRFLDO LPDJLQDWLRQ" +RJEHQ

It was with thesdistoricalmandate that UNEP reached out to the documentary film community

in 2009 to supplement writtereports of polar science made during International Polar Year

(March, 2007 to March, 2009)
The Youth Climate Report GIS Projeatuld not have been possible withaut

previously establishepartnership with the United Nations. This section chronitiesistory of

that relationstp that began with two eesocsl made on the polar regiornEhe Antarctica
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Challenge: A Global Warnin¢2009) andrhe Polar Explore(2010), and the role they plag in
bridging the gap between science and policy aatirmialUN climate summits known as the

COP conferences.

In 2008, International Polar YediPY) was

concluding its tweyear program of intense scientific

ANTARCTICE

research at both ends of the eafthe program, conducteq

AOLOBAL WARNING

over a tweyear period from 2007 to 2009, wsigonsored

by thelnternational Council for ScienddCSU +formerly

known as thénternationdCouncil of Scientific Unions

andtheWorld Meteorological Organizatio he chais of

the International Planning Grougstablishedvithin the al

Figure 3
Poster for 3The Antarctica
Challenge: A Global Warning
(2009).

ICSU for this event werBrofessolChris Rapleydirector

of the British Antarctic Surveygnd Dr.Robin Bell a

geophysicist at Colombia University in New YorKn order to have full and equal coverage of

both the Arctic andhe Antarctic, IPY coveretivo full annual cycles from Mar¢l2007 to

March, 2009 and involve more than two hundregrojects, with thousands of scientists from

more than sixtyhations examining a wide range of physical, biological and social research
topics.# In 2009, the United Nations Framework Convention on ClirGdtangewas scheduled

to take place in Copenhagen, Denmark, highlighting the extensive research done that year in the

Arctic and Antarctica as part of tBY commitment.
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Eager to present as much polar data as posaitile COP15 conference, the UN reached
out to the polar science community, many of whom were still embedded in their respective polar
regions conducting research. Many of the scientists, particularly th@s#arctica, were not yet
ready to release their findisgnd not available to attend so they suggested that the awdere
organizers contache, the flmmaker behin@ihe Antarctica Challenge: A Global Warni{gee
Fig. 3), the only documentary film made in Antarctica during International Polar Yearfilm
and myself werénvited to take on a new role: the featleagth documentary was to serve as a
data delivery system to conference delegates, national delegydtiGiis, negotiators and policy
writers, GLV W L Q J X LtWekonI@ filmLinVitdd Yy the United Nations to sereat the 2009
& 23 FRQIHBisuQrFaHs Scientist2009, and | was to serve as a surrogate for the
scientific community to facilitate commigation between them and the environmental
policymakers oftie United Nations.

The reason for thiprivilegedstatus for a commercialgroduced documentary
provided by thé&JnderSecretaryGeneral of the United Nations and executive director of the
United Nations Enviroment Programm@JNEP), Achim Steiner:

"Of all the canaries in the climate coal mine, the polar regions and the mountain

glaciers are singg the hardest and the loud&gte Antarctica Challenge: A Global

Warningunderlines these raaés with some of the latest and increasingly sobering
scientific finding$ (Canadian Press CTV News2009)
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The visual medium of film was weteceived by
conference delegatdisat year an@s a resultgonference
organizers inviteaneto producea second documentary
film to screen in the same fashion at the foHopv
conference, COP16, held in Cancun, Mexico in 2010. T
film that year wad he Polar Explore see Fig4). It
updated delegates on polar research in Antarctica and

presented the first crossing of the Northwest Passage |

polar scientistslocumentedby film. Steiner once again

Figure 4
Poster for 3ThePolar
Explorer” (2010.

praised the involvement of tldocumentary film in the

policymaking process in a Novemiiz2, 2010 press
release titledNEP Partners with Film Company for Climate Change Conference

3The speed at which the polar regions are melting needs to be reflected in the speed

with which nations come to agree on a decisive and definitive new globatelim

agreement. While the science is speaking loudly, it is often difficult for millions if

not billions of people to witness this with their own eyes. This is the value of the

film The Polar Exploref' Mr. Steiner added, "seen through the eyes of the scientists

on the frordline, it brings the climate impacts at the poles to audiences in the

conference halls of Cancun and the computers of the global public in order to raise

the alarm but also the imgaive to act (UNEP, November 22, 20)0
The press release represents a significant relationship between the documentary filmmaker and
globalpolicymakers. Referring to the relationship as a partnership, the United Nations
establishes a level of collaladion between the UN and a documentary film production
companyAs a partner program, the project is used by delegates and negotiators in the policy

creation process as a data delivery system. It is not simply an independent resource, but one

createl specfically with an audience of international policymakers in mihke press release
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also identifies the participation of the global community of science in the project as well as the
ILOPTV DXGLHQFHV WKH SR O glbbddniNi¢d Einally. end&pbriapsoin@sD QG WKH
importantly, the release calls for these audiences to act after seeing the film.
As a result, action was indeed taken as a result of the screenifigs Bblar Exploreat

COP16.Following one of the screeniatp the delegates of tHeuropean Unionl, was invited
into a policywriting session on the subject of rising sea levels to review scenes of the film and
be interviewed for further informatiaasrequired.In this instancethe documentaryilmmaker
and tre international policymakeworkedtogether at the same table to draft environmental
policy for the world.The film served as a resource of visible evidence for the two pakfes.
workedon a section of th€ancun AccordFDOOHG 3 (QKDQFHG BRYLRY PQGLEB F!
result oftheir screenings and meetingeeypenned the following resolution known as
6 XEVHFWLRQ LQ WKH DFFRUGYTV VHFRQG VHFWLRQ

(The Conference of Parties) (r)ecognizes the need to strengthen international

cooperation and expertisa order to understand and reduce loss and damage

associated with the adverse effects of climate change, including impacts related

to extreme weather events and slow onset events, (i)ncluding sea level rise,

increasing temperatures, ocean acidification, cigla retreat and related

impacts...@ecision’, 6).
The events listed in the resolution were events documented in the film, showcasing recent
research made by the scientists of the British Antarctic Survey and ArcticNet.

In recognizing the value of data visualization in ttieshial documentary format, the

communications departmesf UNEP and the UNFCCC requested annual film reports of

climaterelatedresearch for each of their annual COP conferences going forward. Since the costs

of documentary featurlength productiorareprohibitive for independent desnentary
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filmmakers the concept of th¥outh Climate Repofsee Fig5) was introduced as a viable
alternative in 2011.
6.4 CASE STUDY: The Youth Climate ReportFilm Series

The original structure of the YCR films includeckatinga new platfornto the global

communities of youth and scient@ehave their voices
heard at UN climate summit¥oung people the world

over were crowgsourcedoy the @mmunications

department of th&nited Nations Environment

Youth

Programmeo produce short video reports of climate C“mate
research in their respective regions. Scientific Report
|
organizations were also recruited to showcase their latgst Figure 5 '
_ _ ) Poster for 3TheYouth Climate
work andto have their researchers interviewed by youth Report” (20112015.

reportersSix video reportseach running 45 minutes in lengthere produced between 2011 and
2015and presented at the conferences of COP17 to COP21.

A remediation of this documentary format took place in 2015 introducing GIS as a
presentation platfornThis new @proachin documentary filmmakingvas welcomed by the
delegates who reported to me that they found the system easy to use and infollthative
previous chapters outlitbese methodand a new version of théouth Climate Report
incorporating thesecocinematicdigital, multilinear, database, interactive and geomedia
components was creatddstead of one 4&inute lineardocumentary feature showcasing
approximately five reports, the database documemtamposition now accomnaated more
than fifty reports in its first yeailhis newstructurealso afforded metadata combinitige video

reports withlinks towritten texts of researcB60-degree photographgates of when the
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research was conducted, and locative coordinates @fevthe research was conducted. The

globalmap FRPSULVLQJ-WRAVHDBPVRLSURYLGHG WKH RSSRUWXQL!
temporal analyses. Delegates attending the Paris climate summit in 2015 responded well to this
augmented communications tgohising its comprehensive data and easy interface; The

requested more video reports going forward and the content of the project grew from 50 film

units to 181 in the following year. After addressing this request from deleda&®uth

Climate Report GIS Projeetas officialy adopted as a data deliverysgem under Article 6 of

WKH 81)&&&TV PDQGDWH IRU HGXFDWLRQ DQG RXWUHDFK DW

Morocco in 2016 fLights, Camera, Marrakech2016).

6.5 THE YOUTH CLIMATE REPORT GIS PROJECT: METHODOLOGY
6.5.1 Components

In remediating the structure ®he Youth Climate Repq2011-2015)to a geedog the
basic concept of showcasing yowsttireporters interviewing climate researchassubjects was
maintained fothe Youth Climate Report GIS Projedthe primary audiencef UN climate
conference delegates was also kept along with a segoaddience of the global public in
DFFRUGDQFH ZLWK OU 6WHLQHUYY UHTXHVWHG PDQGDWH GR
previously referenced.

The new elements consista presentation platform of a Geographic Information System
mapbuilt with an open source software called Google Fusion Tables as well as metadata
afforded by thisbeta technologyT his metadataetincludesthetitles of the minidocs, their
filmmaker$ namesthe geographic coordinates of where the resaanducted, the year and
LULLLRLLnnnromnnnnnneee

A&'( )*+!,-.1/0112!'345-67!'8-097!:7;<467=! 866.<=>>?0@AAAB406>@0<4TID345-63A64/@06DAGC
93/;-3E/?68F4G T/5.76464/@
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country of production, ankypertextlinks to written texts of the research and/or links to the
researcher and their respective science association: climate orgasjzativersities, NGOs.
Another data visualizatiotool added to the project is30-degree photograph of the
region where the climate reseagmofiled in the pins being conducted. These photographs are
sourced by Googland uploaded to the mayiewing the photos is achieved lagtivating
*RRJOHTV, 8veldhxgatar available on the map, and dragtiiegconto a selected pin.
8SRQ UHOHDVH DtoS®mMWphbppiltie pidfBed research area is visible.
These metadat@o not need to be addressed during the viewing experience. With an
average rustime of approximatelyhree PLQXWHYV SHU YLGHR WKH HQWLUH 30F
spectatorshipf the traditional docmentary can be easily achieved with additional information
DYDLODEOH EHIRUH RU DIWHU WKH VFUHHQLQJ PXFK OLNH 3E
FRPPHUFLDOO\ UHOHDVHG '9' $V D USdrec@nyprotekdd\ GR QRW 3L
complaintof the Korakow systemtbut rather augment it.
6.5.2 Curation
In its 2015betamode theYCR GIS Projecturated its content through a combination of
a social media campaigmédirect recruitment from themmunications departmentstbie
UNFCCC, UNEP, ani#tey science organizations (ArcticNet, British Antar&iervey, David
Suzuki FoundatiorGlobal Foundation for Democracy and Developm#r Royal Canadian
Geographical Society, BEup Russia, The Explorers Cl[gic], and the Natioal Science
Foundation,) representing a comprehensive collaboration of changemakers and stakeholders.
After feedback from theammunications departments of tH&lFCCCandUNEP this
curatorial approach yielded fiftiour video reports from youth peesenting all seven continents.

AANRRA NN AN NNR AN NN NRRRNRRATnTN N y|
$1Google does not make available the times between photo updates other than to say they do so “regularly”.!
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It was presented and testegl delegates attending the COR&ilnate summit in Paris on
November 15, 2015.

When the experimental project wiadken out of beta mode, an augmentegthod of
curation was introduced. The UNFC@Cpartnership with YCR and Television for the
Environmen{TVE) conducted a contest called the Global Youth Video Competitibhe
contest invited the community of globauth aged 18 to 3td submit videosio longer than
three minutes in duration cering the climate issue of their choice. In subsequent years, the
contest suggested two climate themes for flmmakers to fotleftectingthe key issues of focus
at each respective conference. Within this framewlsk, videos were submitted 2016and
each one was uploaded to theéR GIS Project, together with its corresponding metadata.

This effective method of curation allowéor better recruitment from the
communications departments of the UNFCCC and UNEP and its television prochantioer
TVE. The prizes awarded to the filmmakers were trips to attend the climate change conference
and a certificate of achievement. The winning students and their filmsntwerguced at two
press conferences, one hosted by the UNFCCC and its partners and on&@ 8 Project.

This collaboration ushers in a new relationship between the changemaker audience and the
documentary filmmaker on a global scale.

Since 2015, athas ofDecember, 2018, the project showcase® 1Bti documentaries on
climate research from around the worldhe subjects featured in these documentary projects are
also active participds. Part of the curation procesgo seek out qualified climatesearchers
and have them provide supportive footage of them working in the field or footage of the
environment being impacted and, in some cases, animated models of their research. Whenever
LULLLRLLnnnromnnnnnneee
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possible, the subject engages the student reporter to filmdbgsents to provide an enhanced
XQGHUVWDQGLQJ RI WKH VXEMHFW-RWQ Z RIPSIHIRLH @/ KH & WRXYA_HEQH!
robust background on the subject for the student reporter resulting in a more informed interview
for the policymaker
6.5.3 Production
The actions of the documentary maker within the map projecekatvely static and
uniform. Student reporters are instructaohply to shoot an interview with a climate expert. An
HITRUW LV PDGH deatdvaidthisSpdrihétdd EUnateWideos from around the world
and guide the student flmmaker so that the films have a similar appearance and siracture.
ensure that all tierested participantsave the opportunity to produdém and contribute to the
project, regardless of experience or knowledge in documentary production, training and guidance
LV DYDLODEOH RQOLQ H hiipwWydtKkchin&ésep diit loigReSEY oA rhiyEOWwn W H
professional experience as a broadcast journalist and documentary filmhieker devised a
SWLS Yi¥HdddRQ WKH SURMHFWYYV ZHEVLWH WR DVVLVW WKH VW
Interview Tips:
1. Atthe beginning of your interview, ask therview subject to statineir name and spell
it (our editor will need to know the correct spelling).
2. Ask them to state their title or profession and where they work (e.g. Climatologist,
University of Cambridge).
3. Ask them what new climate discoveriesyteve made that they feel delegates attending
the climate change conference should know.
4. .1 \RX GRQTW XQGHUVWDQG ZKDW W KiemevhbDer, jpIdsN WKHP W

PDNHUV DUHQTW QHFHVVDU L OexplaRdtiBh@MbL VWYV DQG WKH\ Z
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5. Ask than what they believe is the greatest climate change crisis facingptitcktoday.

6. Ask them if they have an idea how we can correct this problem or pootesetlves from
its dangers.

7. Ask them to provide a message aim@ectly at delegates amblicymakes. 8

Camera Tips:

1. Position the camera on a tripod or similar stationary support (like a stack of books).

2. Frame the shot so the interview subject is seen from the top of his or hetdwaatb
the chest.

3. The interview subject should appear at one sidaeframe (left oright). Be sure there
is something interesting to look at in the empty spmesde them (bookcase, computer,
map, artetc.).

4. Do not place your interview subject in front of a window.

5. Do not place your interview subject in front ablank wall.

6. Place a remote microphone on the lapel or shirt of the interview sinjdxest sound
results.

7. If you cannot get a remote microphone, get the camera and its nulesasas possible.
Remember, preference will be given to those videos thélbest production value (and
sound quality is more important than picture quality).

8. Make sure the room and surrounding area is as quiet as possible!

9. (PDLO XV WKH LQWHUYLHZ VXE M Hdrga2dticp BIeng with LW OH D Q¢

your videoupload.®

19688 ())*+,8%-./018232'+3&4+35)%2.")/6 &R3T) 28
19688 () +,&%-./018232'+3&4+35)%2.")-BRPI1
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6.5.4 Collaboration

With partner organizations such as tid Climate Change secretari&tNEP,UNDP,
and TVE as producers; internatiomaiversities and science organizatioas interview subjects
and content providers; and the global commuaf youth, as reporters and filmmakers,
international collaboration on this project allows for a comprehensive auraitclimate
scienceinterviewsubjectsandstudent reporters. It is important to note here that all curated
videos remain on the magermanently while new ones are added continuod$lig provides an
historical perspective of the research so users of the project can make teaspeedlaspatial
analyses of the data. Assuming the same location and research subject, this is important in
assisting researchers and policymakers in making future projections.
6.5.5 Technical Systems

The technical systems involved are primarily those used iatymentary film project:
a camera (digital), audio recording devices (microphones, lavaliers), lighting (both natural and
artificial) and in addition to these are the tools available within the digital domain: editing
software, file transfer sites, haddives and archive sites such as Google Drive, UN websites and
YCR websites. For exhibition, in addition to the distribution of links to \tteemultilinear
project a large touctscreen monitor is set up at the COP conferesces| delegates passing by
may engage with it and bring the information they receive to their respective policy meetings.
Delegatesan also acceshe map online with their laptops during negotiating and writing
meetings.
6.5.6 Social Media

The social mediastablished to servbd Youth Climate Reporn its original linear

documentary formagaw modest increases in subscriptions following a tour hosted by
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participating nations to recruit and train youth reporters in 2011. These numbers were
significantly increased when tipeoject evolved into its multilinear, GIS forméatere are the
numbers in the respective eras of each format:
x Twitter thttps://twitter.com/ycrtv
YCR Linear(2011 to 2015): 112YCR Multilinear(2015 to 2018): 774 Followers
x Facebookz+https://www.facebok.com/youthclimatereport
YCR Linear(2011 to 2015): 368YCR Multilinear(2015 to 2018): 2,70Bollowers
X YouTube zhttps://www.youtube.com/youthclimatereport
YCR Linean(2011 to 2015): 18 SubscribeMCR Multilinear(2015 to 2018): 347
Subscribers
It is likely that the reason for the increase in subscriptions satateonly to a format that
involves more participants, but also to the fact thatommunications departmexaf the
United Nations coordinat@n amual call for entrieand awardhewinning submissions with

prizes of travel and participation in the COP conferences.

6.6 THE YOUTH CLIMATE REPORT GIS PROJECT: APPLIED THEORY
6.6.1 Introduction
With the social issue documentagmediatedn this manner, the variouleories
examined in previous chapters that demonstrate successful practice in influencing the
changemaker and effecting social change are applied in this expedig@mtioc project.
Specifically, theYouth Climate Report GlBrojectapplies the followig theories:
X Communications tool

x Community participation



| "#$

x Collaboration with the changemaker
x Presenting directly to the changemaker
x Ecocinema
x Digital affordancesGeomedia, GIS platforrmarrowing the digital divide, angpatial
and temporahnalyses
X Multilinear format
6.6.2 Communications Tool
In Chapter 1 we examined the early days of the documentary film and found how the
medium of film, in its no#fiction format,exhibited an innate ability to inform, educate and
influenceln 1897, two years after the technology of moving pictures was introduced to the
world by theLumiere Brothers James Freer, a farmgiayed a significant role in stimulating
immigrationto Canada. Recognizing the communicative power of this new technology, Clifford
6LIWRQ &DQDGDYV OLQLVWHU RI WKH Y QWHULRU DW WKH WLP
continue to create promotional films showcasing Canada as an attractivatitesfor
immigrants. In Europe, Urbatevelopecdis own cataloguef nonfiction films on the subject of
science as well as military training, both in the service of educ#matse 1920sand 1930s
documentary pioneers Jorigehs, Dziga Vertov andn Grigsonusedfilm to amplify social
injustices not only toinform the general public, but fersuadehangemakers improve the
conditions of those profiled in these early social issue documentaries.
This inherent ability to speak truth to powefides the documentary film as a valuable
communications tool. For this reason, ¥muth Climate Report GIS Projedentifies the
communications departments of UNEP and the@lismate Change secretarid both

collaborators and audience on a subject of sciemassist the international government body in
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creating global environmental policy. Remediating the documentardigda communications
tool for the communications department of UN agendiesva this geedoc to be designed
specific to the needs of the changemaker ensurirgfféstiveness as a digital instrument of
social change.
6.6.3 Community Participation
As early as 1933, we saw filmmakers like lve@sruiting community participation in his
film Misere au Borinageso that the profiled miners suffering inhumane working conditions
could best represent their struggle to the public as well as their emplolitg.years later, we
saw the same approach taken by Father Albert Tdsaneling over his cameras to the rural
communities of northern Quebec so they may tell their own stories of economic hardship rather
than have the filmmaker interpret their struggles. This prompted Colin Low to introduce the
same technique with the impowa&ned fishing community of Fogo Island. He presented films
comprised of footage shot by the local community directly to the federal government resulting in
the establishing of a egp designed specifically to help the people of Fogo Islbng003,
GeorgeFerreira used digital technology to have KeewaytinookOkimakanak communities in
Northwestern Ontaricecord and stream their stories of economic hardship directly to the federal
agency of Industry Canada to assist the policymakers there to instianeiél relief programs.
7KLV WHFKQLTXH LQ WKH &DQDGLDQ WUDGLWLRQ GHPRQ\
persuadeThe success of this participatory mode of documentary filmmaking inspired a similar
approach to the production of theuth Climate Regt GIS Project The global community of
youthis askedo record researchers frothe global community of science to have the
complicateddataof climate change explained in a more accessible way, a way tHasshe

scientificallyknowledgeablgolicymakers of the United Natioffisid easier to understand.



| "#$

Additionally, the profiled science communityasked to showcasss findings and research
methodologies to student reporters ensuring that the most significant data was highlighted,
accordinggo WKH ZRUOGYV IRUHPRVW H[SHUWYV LQ WKH ILHOG $QG
community of the United Nationsansuggest presentation formats, research themes and other
content they deemed necessary to assist them in specific policy creation sa@éngesult is a
collaborative effort involving the participation of the global communities of yasath
filmmakers scienceas interview subjectand policyas changemaker
6.6.4 Collaboration with the Changemaker
One of thekey components we examined in the success of any interactive, digital
documentary is collaboration. Working together with profiled communities assists the filmmaker
in representing the profiled social issue from the perspective of those most impaeted.
relationship between the filmmaker and the changemaker in this regard yields promising results
LQ HQKDQFLQJ WKH GRFXPHQWDU\YV DELOLWHANawB VHUYH DV L
audiences collaborate on content creation, online commenting, arad diggemination such as
sharing magnifythe message armektendits reach As the authors ofhe Act of Documenting
Documentary Film in the 29Century SRLQW RXW LQ WKHLU FKDSWHU HQWLW
If social engagement is to be a factor, thenatmtation and participation in
filmmaking, it is assumed here, must mean more than mere involvement. In this
FRQWH[W WKH GHJUHH RI SRWHQWLDO UHGLVWULEXWLRC
setting power is the measure of b{@nian Winston et al, 12).
In this regard, pe of the strongest features of theuth Climate Report GIS Projestits
collaborative nature with its specific audience, the changemaker. Key stakeholders in the
communications department of UNEP and the United Nations Climate Change secretariat were

instrumental in designing the architecture of the project. Theilifgpemuests for metadata

climate themed datand a multilineaassembly of video reports on a single, global platform
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ensured that the changemaker was provided with everything they identified as being required for
them to best craft policy based onnaisch relevant data as possible. Beeniotic nature of GIS
providesan extra dimension of comprehension to the changemaker through its unique
affordances of spatial and temporal analyS@sce these data were requested by the

changemaker, it can followahan fuller understanding of the climate research is more available
than in traditional documentaries that do not provide it.

6.6.5 Presenting Directly to the Changemaker

The primary audience ¢iie Youth Climate Report GIS Projeste the changeakers,
specifically,the policymakers of the United Natiomsyt the general public. The public at large is
usually the targedudience othe makers of traditional social issue documentafibsse
documentarians aino engageemotionallythesepublic audiences with the goaf mativating
themto influence the changemakercreatesocial changeTlhis method has some measure of
successtsuch as the examplage saw irthe filmsBlackfishandSins by Silencethowever, we
only know they were effective bause the changemaker directly attributed the influence of these
films to their decisions.

As we saw with the films of Low arféerreiraas well as the examples Diie Price We
PayandThe Polar Explorerwhen policy is changeblecause of a documentary filihis always
attributed to the films that were screemtebctly to the changemaker. For this reasaarrange
for the Youth Climate Report GIS Project bepresented eagyear at the UN climate summits
directly to delegatg negotiators and policy writefBhe project is used lthe UNas a data
delivery system to assist them in creating fufiformed environmental policy for the global

communities they servé.is hoped that future gedoc filmmakers follow this importaraspect
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of project presentation to maximize its power to inform and influence those directly charged with
creating positive social change.
6.6.6 Ecocinema

In Chapter 3 we examined\w@ particular sugenre of thedocumentary, the eedoc,
with its global intentions to inform and influence, is imbued with semiotic storytelling
affordances and techniquesch as the anticipatory mode, and implicit narratives evident
production approaches designed to retrain eucgption about what we see on the screen. This
subgenre and its methods provide additional data and influential power necessary to accelerate
the action required to be taken by the global audiences of environmental policymakers as well as
the global pubt to change th way we engage with our planet. The goal isrtdact, retrain our
perception not just of film, but also of our relationswith the environment locally and globally.

For these reasons, tNeuth Climate Report GIS Projastcomprisedf ecodocs that
employ the semiotic techniques of ecocinema, not necessarily in its approaches to the production
of the individual film units, but in the overall approach to production of the multilinear, GIS film
project through the spatial and tempaaalyses it affords its useiAs well, these ecdoc film
units represent a myriad of environmental issues related to climate change and presented on a
global scale. This representation of content mirrors thmalisive nature and global view taken
by the international policymakers of the United Nations for whom this project targets as its
primary audience. It is with their collaboration, and the participation of the global communities
of youth and science, that tNeuth Climate Report GIBrojectdisplays its greatest strength as
an ecocinematic communications tool, one so robust, in fact, that it has been adoptddMy the

as a partner program under its Article 6 mandate for education and outreach.
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6.6.7 Digital Affordances

As wesawin Chapter 4 and 5, and earlier in this chapter as well, the documentary film
has been remediated several times and in many ways, taking advantage of the unique affordances
available in the digital domain that the documentary did not have in its pseaia relatively
restrictivestate of celluloid and cinem@ RGD\{V GLJLWDO DIIRUWIBD QFHV QRZ S
distribution of content through digital disseminatenmd social media sharingn enhanced mode
of participation through the digital collaboration of audiences and changemakers before, during
and afteproduction;andthe ability to reach millions of audience members simultaneously, not
just the few hundred confined to the phys&talicture of a cinemas well, digital geomedia
provides a platform that merges electronic media with locative media to augment the
GRFXPHQWDU\YVY VWRU\WHOOLQJ DQG LQIRUPDWLYH SRZHUV
context and subsequentraprehension of the profiled social issti@e digital divide is also
narrowed by curating global communities of science and youth and their most accessible camera
technologies with stepy-step instructions to be as inclusive as possible.

| have incorported dl of these digital affordances, and moirgp the Youth Climate
Report GIS Projeagecdoc By placinghundreds ofiideo reports of environmental issues
worldwide directly into the hands of UN policymakers in a geomedia project of this nature,
additonal digital affordancestsuch as access to metadata and spatial and temporal analyses
all available in one digital place, remediates the documentary in a way that is most informative to
the changemaker, and imennerthe changemaker himself has itieed as beingnost helpful.
The geedoc, therefore, can be seen as being more influential to the changemaker than traditional
documentary approaches to storytelling since they helped create it and design specific features

and content they require. Theg& RFV HIWHQGHG XVH RI GLJLWDO DIIRUGI
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JHRPHGLD SODWIRUP DOVR DXJPHQW WKH WUDGLWLRQDO GRI
influence.
6.6.8 Multilinear Format

In Chapter 5we examined another digital remediation of leeumentary: the
multilinear format. The multilinear documentary film project presentsrs¢ film fragmentst
or SmallestNarrative Units (SNUs}in a single digital space, usually a website. From here,
audiences act as their own editor selecting tB®$ds in an order they determine. While this
format provides a wide variety of content to view and gives the audience the power to choose
which film fragment to watchye have examined significant amount of criticism concerning
WKH IRUPDW { mtdhia h@ative awd Ro &stablish a comprehensible context of its
content to its audiences.

For these reasonkdeliberately avoided the reliant nature of the film fragments shot
together but made available separatelip address this contextual aamn. In this ge@oc
project,the database @l film units are stanélone minidocs not puzzle pieces that run the
ULVN RI QHYHU EHLQJ DVVHPEOHG FR K Hrelaiohst® of thé fMhK H SUR M
units in a multilinear format stikxists butwithin a geomedia platfornthey serve to provide
additional conte)d thoseprovided by spatial and temporal analysése project is also
SUHVHQWHG QRW RQ D 3IODW" ZHEVLWH EXW D *,6 PDS RI WK
the user/audience of the global nature of the presented corténinterface also provides a
360-degree recent phajoaphof the area biag profiled in each corresponding vidéo this
SDUWLFXODU PXOWLOLQHDU IRUPDW WKH HQWLUH H[SHULHQ

traditional documentary is maintained, while at the same time, making available additional
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context, dataphotogaphs,and perspective not available in linear documentaries or traditional
multilinear documentary film projects.

6.7 Conclusion

This chapter introduced a geomedia projec
createdhat remediates the documentara specific

way, a way that incorporates the collaboratiorhef t

changemaker to provide a communications tool th
addresses their need for specific contHrihe

documentary film has been used in the past as an

Figure 6
Delegates of the Paris climate summ
COP15 engage with th&youth
Climate Report GIS Project(2015).

effective instrument of social change, this

comprehensive, digital, and collaborative approach

should stengthen its ability to serve in this capacity.

But does it work? In its infancy in 2015, teuth Climate Report GIS Projests
presented on a watlf touchscreemmonitors with headset§see Fig. § enabling all delegates of
the Paris climate summit, COP21, to engage with@Os and youth groups gravitated to the
publicly interactive nature of the new medium and introduced it at side events azaragve
communications todbr their stakeholdarto use antb contributeto. In addition to the public
installation of operaccess monitors, negotiators and policy writers were given access to the
project on a secure server so they can work with it from their computers, privately or in
meetings. It wa from this use in particular that the project received its greatest input from its
targeted audience of changemakers.

Nick Nuttall, head of Communications for the United Nations Climate Change

VHFUHWDULDW LVVXHG D SUH Vsvhew ldadnbhDnicatioBditdol VL QJ WKH FR
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The many videos we received from around the world, placed « on this global, easy

to use map, are testimonyto \RXWKRRFPLWPHQW DQG ,1G HQFRXUDJH +

take a look at (the) numerous examples of climate action on the ground (that) will

be showcased at the upcoming UN Climate Change Conference in Marrakech in

November, and the videos help underscore the fact that governments, regions cities,

regions, businesses and investors are all stepping up to plate to jointly tackle climate

change and create a greener, safer and more sustainable future for themselves and

the world ( See Inspiring Climate Action *, 2016).

When the press release was issued, it was followed by a press conference one month later at the

next climate summit, COP22, in Marrakech, Morocco. The 2016 version of the Youth Climate

Report GIS Projecincorporated the changes requested by the UN and was populated by one

hundred and eighty-one QHZ YLGHR UHSRUWYV Giobal bomii\Gded Camnpetitichl T V
It was at this press conference that it was announced that the experimental geo-doc project was

now an official partner program of the UN Climate Change secretariat adopted under its Article

6 mandate for education and outreach (Lights, Camera, MarrakecR016).

Since then, other UN partner agencies such as UNEP, have engaged with the project and
commented on its value as an effective communications tool. In a 2018 interview, Executive
Director of UNEP, Erik Solheim praised the project for bridging the gap between science and
policy:

It comes down to a need to find the best methods for communicating science. The

most important thing to remember is that the decision-makers are not scientists.

Certainly, they have a grasp of the basic concepts, but politicians and civil servants

are also generalists. Data visualisation in (the Youth Climate Report GIS Projgct

is one of the incredible tools available to get the science and the data across

(Anterview with Erik Solheim *, 2018).

In addressing the value of giving a voice to the global community of youth, Solheim says that the
Youth Climate Report GIS Projaetognizes that e)very voice counts and every voice must be

heard. Climate action is about leaving behind a safe planet for future generations. Every delegate

needs to be reminded of that moral obligation = 3Interview with Erik Solheim ", 2018).
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Ecocinemalocumentary film theorist Helen Hugdalsoargues that th&outh Climate
Report GIS Projecis a valuable communications tool for both scientists and policymakers:

(The projecthas created an opportunity for young people and scientists all over the

world to express their activities with respect to caring for the environr{igme.

project) has opened a window on the many ways in which people have been

thinking about the issuekooking at the videos from across the world there is a

wonderful diversity of approach both to video making and to the kinds of science

relevant to the problem of the environment and climate change reqddreliilms

represent) models aflear, accurate, isually arresting communication these

films (show) how important such vehicles can be for the policy making process

(TYhe UN online project is the most amazing visionary experinfefAhalysis of

the United Nation’s Youth Climate Report GIS Project”, 2017).

In addition to the direct connection made between Resolution 25 of the Enhanced Action
on Adaptation section of the Cancun Accord and the documentary féatifeolar Explorer
(2010), thisremediated version of the social issue documentary, made in collaboration with the
international environmental policymakers of the United Nations in 2015 and adopted as an
official data delivery system in 2016, continues to provide evidence of the doeuyedirect
influence on the UN’s policy creation process in the arena of climate science.

In terms of impact theory and engagement, thedyohas demonstrated a significant
potential to influence by providing more dataoth implicit and explicit- in a unique way. As
users of the experimental project have indicated, they stress the communicative powers of the
geodoc as being most valuable. By collaborating with the changemaker before, during and after
the filmmaking process, required informatioragsured and through the affordances provided by
digital and geomedia means, that information is presented in a manner that provides a fuller
understanding than a traditional documentary film with a limiteetime.

By compiling the proven successful medls, theories, techniques, practices and

technologies that the social issue documentary has employed over the years into a new mediated
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version as we have examined in this case study, we can use ttleqga® a model for future
documentary projectd heseprojects can be local or regional and still provide spatial and
temporal analysjametadata such as photography and written reports, visible evidence in the
form of documentary footage and live camera feedsie@ééssary components that imbue the
geadoc with the potential to deliver a fuller understanding of a social issue. On a global scale,
the structure and the accessibility of the-gec provide a new way for the film genre of the
documentaryo inform and influence the changematsdro ischarged \ith creating policy that

results in positive social change issues that impact on all of us.
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Conclusion

Figure 1

Filmmaker as Policymaker? The lines are blurring between those who produce social issue
documentaries with a goal of influencing policy and those who are influenced by documentary film
to create policy. Documentarians are now being given a seat at the table to assist in the creation
of policy through the collaborative and co-productionary contributions of the changemaker.

This dissertation set out to investigate the nature ofdbardentary in terms of its
relationship with social change. In questioning how it has the ability to influence, we
investigated its claims to the truth and fowmatvances created by new technologiees help
HQKDQFH WKH GRFXPHQW Buth\tfirdughlihe RfferQancBs\igiorded Byl digitslH W
technologies and GIS mappiag well as new presentation approagiresided byecogénema,

multilinear formatsaudience collaboratigmnd direct engagement with the changemakegse
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key approaches and digital technologies are combined to remediate the documentary into a form
that promises to maximize its potential to effect social change: thdaeo

TheYouth Climate Report GIS Hextrepresents an experiment in combining the
multilinear documentary with geomedia. By incorporating a GIS platform, the changemaker is
better served to access the scientific research they require to inform and assist them in creating
international envionmental policy. However, this initial attempt to remediate the documentary in
collaboration with the changemaker is far froomplete. There exishore digital affordances
that would be helpful to includés an enhancement to the recent-8@@ree photagyph of the
profiled area of research currently available for each-noci a live feed of the area would
provide the ultimateiew of how the researched environment looks today. Aseavideo feed,

its surveillant nature provides a reéime opportuniy for the policymaker to encounter the area.

The live feed option might
also make possible scheduled
interviews with climateesearchesto
providefurther clarity to the UN
climate change conference delegate

should they have questionsrequire

additional information not available

Figure 2
within the projectlt would also Screen capture of live video feed of an eagle in
nest in Big Bear Lake national park, California.

require cameras on the other end to be
set up and active fork H 3diHeDady WLPH™ RSWLRQ WR ZRUN DQG EH RI1 YDC

changemakeiSome national parks in the U.S, for example, have set up live video cameras
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SHUPDQHQWO\ SRVLW L ReézHiG. IRQis HeBtue) ddifantiQadaialdle as

separate ggications, widgets and adohs, can be added GIS software. fie Stream widget

for example, is a live video feed agpsigned foArcGIS projects 2 Using this technology

requires a collaboration between the scientific community and the policymaker to identify what
live feeds are required and how best to establish them so they are reliable.

It is important to note that the geloc is not meant to replace existing communications
materials such as written repofitsm the scientific community, but rather supplement these
materials wih additional media comprehenslyeontained in one easily eessibleand
navigableproject As well, the geedoc is not structured in such a way that it only serves the

issue of climate change and the environmental policymakers of the United Nations. In its current

design, a curation of midocs on other
global isues such as domestic abuse, hung
poverty,transportation, to name just a few,
can t&e advantagef the format in much the
same way.

Further extensions of digital

affordances, outside of, yet inspired by, the Figure 3
. . UN Secetary General Ban kimoon(seated)
gecdoc, are also available and desired by engages with a 366egree video of a VR
) ) _ experiencavith Margaret Chanexecutive
changemakers like the United Natidsee director of thewWorld Health Organization.

Fig. 3). This global audience of policymakers
have inquired about new media such as virtual re@fiB) to augment data visualizations and

IR RN NN NN NN NRANRRR ey
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https://www.youtube.com/watch?v=HhTd-_rj-d0
https://www.youtube.com/watch?v=R4b_1rUNCUY
https://www.youtube.com/watch?v=35ppQYptEfU
https://doc.arcgis.com/en/web-appbuilder/create-apps/widget-stream.htm
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comprehension of scientifically complex information. While still initf&ancy, VR projects have
been produced for the UN and are availaigheirUnited Nations Virtual RealityyNVR)
website 2
The UNVR was established in January of 2015 coordinagetieUnited Nations
Sustainable Goals Action Campaid R EULQJ WKH ZRUOGYfV PRVW SUHVVLQ.
decision makers and global citizens around the wdBIKVKLQJ WKH ERX@lisM RI HPSDYV
UNVR, 2015). Echoing thatentions andjoalsof the Yauth Aimate Report GIS Projectthe
UNVR showcases nefiction stories of thoseuffering from social, political, economic and
environmental challenges:
Building upon its mandate to amplify the voices of those who are often unheard,
SDUWLFXODU O\t WlIKerhhfeRthe@1G]§cV séeks\o show the human story
behind development challenges, allowing people with the power to make a
difference have a deeper understanding of their world, and hopefully to act to make
a difference( 3About UNVR ’, 2015).
%\ :DOBI\LQJ WKH YRLFHV RI WKRVH ZKR DUH RIWHQ XQKHDUCG
VWRULHV WR WKRVGAHLYG® G B HRiReHANE @ d 9f khe documentary film in
both projects reveals its innate ability to effect social change through community participation,
changemaker collaboratipand presenting the documentary media directly to those with the
power tocreate social @mge, all key approaches | have argued as being essential to mobilizing
the documentary film as an effective instrument of social change.
To date, UNVR makes available a totakwenty VR films ranging in duration fromwo
minutes and foryone secondBuilding Brains, Building Future2017) toten minutes and
twenty-eight secondd:ife in the Time of Refud2016), so while the empathetic engagement
might be unique to the VR documentary, it is hindered by restrictions on content caused by the

N&"()**+,-./01234'56,437(352,/6.2*!
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technolog\ § preferredtime limits. It appears that brevity is the soul of VR. In a 2016 study

conducted byernando Tarnogpthe average rutime among forty 360 VR projectarveyed

was only one minute and seven seconds. Projects longer than two minutes lsgangoadual

disengagement with their audiencesggesting thenedium may belistracting from the

message. Content appears not to be looked at or listened to aastheimmersive digital

environment is, and after everything is seen and hg#hih this 360degree construct, theers

feels that the story is over:
(B)ased on the <2 minute analytics, as long as we stayed close to the 1 minute mark
ZH DUH VDIH 2QH WKHRU\ ,fP SRQGHULQJ LV WKDW LI WK
and believeshat the video is about to end, they will give you those extra 10 to 20
seconds to close the story up. Meaning that if we are shooting for a 1 minute total
GXUDWLRQ EXW GXH WR WKH FRQWHQWYfV FKDUDFWHULYV
mark, generate see tension/anticipation on the mark to bujew more seconds
of attention Tarnogo) 2016).

The 360degreevideoformat of VR has the advantage of not requiring spegidtledrooms,

sensors, headsets and handsets, like theifalyersive environmentsreated from scratch

incorporating many media such as animation, video, CGlI effects, photography and even written

texts. These VR experiencsallow the user to traverse the terrain by walking and even jumping

to trigger action within the digital environmie The 360degree video is much more accessible

through mobile devices, tabdéaind laptops, but the engagement time seems to be quite short.

Tarnogol includes in his report the average amount of time users he tested stay engaged with the

360-degree vide&/R experiencebased on a variety of devices:

x

Mobile: 56% (Average View Duration: 0:48)

X

Computer: 39% (Average View Duration: 0:49)

X

Tablet: 4.6% (Average View Duration: 0:49)

X

TV: 0.2% (Average View Duration: 0:20)
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x Game Console: 0.1% (Average Viduration: 0:17)

Almost all users choseitherthe mobile device or the computer as their delivery system and

perhaps most telling is that their
average duration of engagement is legs -a‘j}';;af"
than fifty seconds for a twminute VR

film, less than half of its runtime. This

is the equivalent of walking out of a

cinema fortyfive minutes into a ninety Figure 4
_ ) UNVR virtual reality film3Clouds over Sidra
minute feature documentary film. (2015).

Why are these kinds of VR experiences so waigragedThe UNVR projects are
comprised solely 0860-degree video of selected locations around the wetlichg nonfiction
stories of the people who live thefhey are also accessible on websdlitess YouTubeand do
not require headsets and handsets that many mihrer immersive VR experiences require.
Clouds over Sidrgsee Fig4) the user can visit virtually a Synaefugee camp in Jordamd
experience the living conditions of peogiecaping their watorn home country* The idea of
this kind of data visualization is to provide empathy, an extentmte of audiencengagement
for the social issue documentaBut how successful is this new form of audience interaction
especially when the average view time is less thatlMfk SHU FHQW RI WKH ILOPYfV DO
runtime?

In a 2016 interview witnew media theorist Henry Jenkjromparative media studies
scholar William Uricchio believes V8 a step in the right direction, but the technology still

needs to be developed:

A HSY6& #()*+, Y618 #() *I+,-.110112/334-56*789:;1,<-;:=2:,9-*<69335, 6 4@ >, 1A3;><487<5@4d7,86:3*
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VR can be a great attentigyetter, a quick and easy way to create a sense of
presence and place. By creating the impression of being somewhere, by giving
the viewer the freedom to look up, down and all around, a lot of crucial
contextual information canebderived that would, in more limited linear
scenarios, require careful selection and plotting, only to wind up giving us the
GLUHFWRUYYV RU ZULWHUTV SRLQW RI YLHZ ,PPHUVLRQ
indifference. It can lure us into being interestediitopic we might otherwise
gloss over, can encourage a search for facts, or a desire to learn. Rational
debate, as a mode of discourse, is usually driven by some sort of motive.
Immersion can help to create that motive, Hat least until we develop ket

ways of shaping and directing immersive experienggisis not, in itself, a
mode of discourd@lenkins, 2016)

While empathy isa valuable goal to achieve in social issue documentary film engagement, the
current technologyin its most accessible fornis insufficient in providing the other proven
characteristicgparticipation, semioticsnetadatg defined in previous chaptersdn

demonstrated through th®uth Climate Report GIS Projeas beingequally valuable in

informing and influencing the changemaker.

To that end] have created new VR
. . . _ ANTARCTICA
project incorporating the fully immersive IN DECLINE

experience of a manufactured landscape midmy

of thetenets of successful documentary

VIRTUAL REALITY EXPERIENCE

filmmaking, as an experiment in remediating the

documentary in yet another way with the

affordances of digital technologgntarctica in

Decline(see Fig5) is a fully-immersive VR ,
( 9) ¥ Figure 5
project thabrings users to the Larsen C ice shelf Poster for Antarctica in Decline

(2017).
RQ $SQWDUFWLFDYTV QRUWKZHVWSHOLTOVXOD—XVt03 DQ
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Oculus RIift system and built with Vive software powered by the Unreal Engine, a publicly
available freewaresed to creatéully immersiveVR experiences

This VR project, designed in collaboration with theited Nations Climate Change
secretarigtpresents a peeation of the collapse of the Larsen C ice slhbith occuredon July
12, 2017° It presents theser with an environment in Antarctica that they can explore, complete
with snow, ice, wind, mountainglaciers,and penguinsTo provide some informational context,
| createda shacksee Fig.6) comprised of wod salvaged from the wreck diet Endurance,
Ernest6 KD F N O H Waat@r§dvin Yhk LH 9 documenta&guth In the shacks a walkie talkie
where users can hear the actual voice of Shackleton reporting on findings he made in the area
more than a century ago aretreated in this VR g@erience. Als@vailablein the room are
maps, pictures and information to inform the user of the geographic, historical and-climate
related data of the area.

Outside the shack is a floating information balloear this | created a proximity trigger.
Whenthe use gets close enough to it, thagtivatea video ofmoderndayAntarctic scientists
who report on the Larsen C ice shelf. Walking further on, the user encounters théesadked
by the scientists andisible inthe picturesand maps fronthe skack. If the user approaches too

closely, they will trigger the collapse of tiee shelf in dramatic fashion.

310688 ()**'%o+(,-. *O12(*" #3465 8.(1EEI1;1./ 5.18<828+,%&7
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The purpose of this project is to
provide the usettin this case, the
environmental policymakers of the United
Nations +with an empathetic experience to

accompany the data they have received in

written and film textsl choseAntarctica as a
destinatiorsincevery few people have

visitedthis remote continent. As well,

Figure 6

$ QW D U &mibjuefedvipté and terrain are Frame grab from Antarctica in Decline
(2017), a virtual reality documentary film

unfamiliar to mostn terms of firsthand project created for the United Nations
Climate Change secretariat.

encountersThis digitally-enhanced
experience aims at providing the polaegker with a more complete understanding of climate
issues affecting this continent and, by extension, the wibrddso remediates the documentary
by including the familiar media of video, audand text within the relatively new media of
immersive 3668degree virtual environments. Unlikiee 360-degree video films we examined
previously, theextendedmmersive environment of a world created entirely with digital
technology has no set duration. Therwsn traverse the frozen terrain and experience the
embedded multimedia fas long as they like, allowingr further study, review, and
exploration.As an instrument of social change, this remediated version of the documentary
provides the same amountdsdta and metadata found in a g, but adds an extra dimension
of audience engagement: empathy. This unique affordance provided by VR heightens the

DXGLHQFHYV HQJDJHPHQW ZLWK DQG XQGHUVWDQGLQJ RI WK
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And where is the filmmakeniall this?As the form of the documentary changes, so too
does the role of its makenSor the traditional filmed documentary, the director still exists, but no
longer represented merely by their vision on the screen or their presence at film festdays. T
many documentary filmmakers consider themselves activists and can be seen with their films at
rallies, protests and marches advancing the calls to action theinfétkes. They are also
becoming collaborators in a productive relationship with timérded audience of
changemakersn some cases, the filmmaker is given a seat at the table of policy creaon (

Fig. 1) to serve as a surrogate for additional context to the visible evidence their documentaries
provide to those charged with creatingisbchange.

W FDQ DOVR EH DUJXHG WKDW LQ DGGLWLRQ WR DGRSW
documentarian, there is also a vanishing of creative contribution and presence in the making of
documentary project®r the flmmaker as thdigital techndogy increasingly replaces them.

Without a script and framed shoBQG ZLWK DXGLHQFHV HQWHULQJ WKH 3ILC
simply view one, the roles of the director, writer and edittvaditionally the principal

contributors to the flmmaking peess tare fading into their backgrourdong with their credits
astheyarenoEHLQJ UHSODFHG E\ SGHVLDQEUDUWIER @iz&E RRUDWHRDIU
filmmakers of the remediated documentary as it continues to take shape in form and evolve as a
influential communications tool of social change.

Since its origins as neifiction film, the documentary has taken on many forms due to
new theoretical approaches and technological advances. Many of these changes were made with
the goal of enhancingthe RFXPHQWDU\ ILOPYfV DELO INis\disgdtation khBW VR F L

HI[ISORUHG WKH GRFXPHQWDU\TfV DELOLW\ WR DFW DV DQ LQWV!

lenses: historical, theoretical, digital, and more refined approaches such as mutalimesds,
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semiotic storytelling techniques, geomedia platforms. Combining these integestéof the
documentary+the geedoc tprovides a remediated form with the potential to create positive
social change more effectively than its predecesstwsloubt, this evolution of its form and
technology will continue aimmakers,audiencesandchangenakers use this influential
communcations tool in ways not yet imagined to assist their efforts in improving the societies,

communities, and the world in which we live
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