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Instructions for Speakers and Panel Chairs 
 
Speakers 

 
Please keep your presentation to 20 minutes, including clips, to give adequate 
time for other speakers. 

Please check your technology in advance, during the break before your panel. 
It is sensible to bring a backup copy of your presentation and clips on a thumb 
drive. 
 
Questions will be taken once the speakers have all presented. 

 
Panel Chairs 
 

 
Please give your panel speakers signals for 5 minutes left and when 20 
minutes are up. 
 
Panel chairs are invited to say a few words in response to the panel papers. 
The format of your response is completely flexible, although you might like to 
point any links or contrasts between the papers, and your own perspective on 
the issues raised. 
 
 
 

DAY 1: Thursday, 30 April 
16:00 – 17:00 REGISTRATION 

17:00 – 20:00 WELCOME ADDRESS 
by conference convenor Dr Igor Krstic 
 
SCREENING and Q & A 
Walter Salles in conversation with Prof Lúcia Nagib on the essay film, 
accompanied by a screening of one of his films 

 

 

 

 

 



 

DAY 2: Friday, 1 May 2015 
TIME BULMERSHE THEATRE BOB KAYLEY THEATRE 
9:00 – 
9:30 

REGISTRATION 
 

9:30 – 
11:00 

Panel 1 (chaired by James Rattee) 
Memory & Trauma I 
Bohr: ‘No Man’s Zone: The Essay Film in 
the Aftermath of Fukushima’ 
Benyahia: ‘The search for temporal and 
spatial identity in Nostalgia for the Light’ 
Kosmidou: ‘Civil Wars, Cultural Memory 
and Essay Film: The cases of Theo 
Angelopoulos’s The Travelling Players 
(1975) and The Hunters (1977)’ 

Panel 2 (chaired by Antonia 
Kazakopoulou) 
Debating Authorship  
Brunow: ‘Conceptualising essay film 
research: canon formations between 
transnational film studies and “strategic 
auteurism”’ 
Chinita: ‘Agnes Varda’s Recycling of Life: 
Metacinema as a Discourse of 
Creatorship’ 
Veiga: ‘For an “unauthorized 
autobiography” in filmmaking’ 

11:15 -
12:45 

Panel 4 (chaired by Alison Butler)  
The Political Essay Film 
Fontinele: ‘The Hour of the Furnaces and 
the permanent invention of Cinematic-
activism’ 
Smith: ‘The genealogical essay film: 
structural discontinuity in James 
Benning’s Stemple Pass’ 
Fidotta & Avezzu: ‘The World Essay Film 
and the Politics of Traceability’ 

Panel 5 (chaired by Adam O’Brien) 
Essay Film Style & Aesthetics  
Akcali & Cakirlar: ‘”A Kind of Proto-
Cinema”: Aesthetics of Werner Herzog’s 
Documentary Essayism’ 
Gee: ‘Reflexivity and the Anti-Aesthetic 
Aesthetic – A Surrealist Approach' 
Bastos: ‘Production of affection in the 
essay film Elena by Petra Costa’ 

12:45-
14:00 

LUNCH BREAK 
 

14:00 – 
16:00 

Panel 7 (chaired by Lúcia Nagib) 
Eduardo Coutinho 
Hamburger: ‘A cinema that thinks the 
world and the making of images of the 
world’ 
Mesquita: ‘Cinema and History’ 
Lins: ‘The last phase of Eduardo 
Coutinho’s films: the “indoors” 
documentaries’  
Sayad: ‘Jogo de Cena and the Loose 
Boundaries between Inner and Outer 
Selves’ 

Panel 8  (chaired by John Gibbs) 
Diaries, Notebooks and Letters 
Feldman: ‘David Perlov’s Film Diaries: 
From the Private Sphere to Politics’  
Canet: ‘Essay films about film: “letters” 
between Guerin and Mekas’ 
Valente: ‘Travelling the world. Essay 
Diary and notebook films by Massimo 
Bacigalupo (1968-70)  
 

16:15 – 
17:45 

KEYNOTE by Prof Timothy Corrigan 
‘Essayism and Contemporary Film Narrative’ 

(in the Bulmershe Theatre) 

20:00 CONFERENCE DINNER  
at the Indian restaurant Sizzling Spice 

 



 

   
STUDIO SPACE CINEMA (screenings only) 

 
 

Panel 3 (cancelled)  
 

Screening 2  
Current Events 
Sudeuropa (2007) by Raphaël Cuomo and 
Maria Iorio (40 min)  
 
 
 
 
 
 
 

Panel 6 (chaired by Ian Banks) 
Reworking the Canon  
Dermentzopoulos & Vassiliou: ‘Cultural 
memory and time in the early fictional 
films of Alain Resnais’ 
Cavallini: Temporalities of the real: 
documentary as research or the essay 
film according to Pier Paolo Pasolini 
 
 

Screening 3 
Autobiographic Filmmaking in Iran 
Profession: Documentarist (2014) by 
Shirin Barghnavard, Firouzeh Khosrovani, 
Farahnaz Sharifi, Mina Keshavarz, 
Sepideh Abtahi, Sahar Salahshoor, Nahid 
Rezaei (80 min) 
 

 
 

Panel 9 (chaired by Prof Jonathan 
Bignell) 
My Essay Film I  
Munro: ‘The Essay Film as Address’ 
Lukic: ‘Collision between the sound and 
the image in essay film as a way to 
address the feelings of displacement in 
migration’ 
Achnas: ‘Shadows of the Past and the 
Essayistic Form’ 
 
 

Screening 4 
Postcolonial Encounters  
A preview of Lovers in Time – or how we 
didn’t get arrested in Zimbabwe (2015) 
by Agnieszka Piotrowska (60 min), 
followed by a panel discussion with the 
filmmaker, Prof Thomas Elsaesser, Prof 
Lib Taylor and Dr Lisa Purse.   
 

 
 
 

 
 

 



 

DAY 3: Saturday, 2 May 2015 
TIME BULMERSHE THEATRE BOB KAYLEY THEATRE 
9:00 – 
11:15 

REGISTRATION 
 
 
 
 

11:30 – 
13:00 

Panel 10 (chaired by Mark Player) 
Paolo Gioli 
Nicodemos: ‘Paulo Gioli between Media: 
An essay on chronophotography’ 
Machado: Is it Porn or Subversive Art? 
Transgression, Sensuality and the re-use 
of Taboo Image Footage in Paolo Gioli’s 
Film Essays’ 
Kuo: ‘Body as apparatus of the image in 
Paolo Gioloi’s inventions’ 
 

Panel 11 (chaired by Igor Krstic) 
‘Accented Essay Films’ 
Hollweg: ‘Reconsidering subjectivity, 
memory and forced migration: Angela 
Melitopoulos’s Passing Drama’ 
Ercan: ‘The essay as homeland’ 
Belot: ‘Emotion in a Transnational Essay 
Film: Algerian Dreams (2003)’ 
 

13:00 – 
14:15 

LUNCH BREAK 
 

14:15 – 
16:15 

Panel 13 (chaired by Lisa Purse) 
Memory & Trauma II 
Behlil: ‘Family Matters: Memory, History 
and the Essay Film’ 
Gonzaga: ‘Cosmopolitan Nostalgia in Tan 
Pin Pin’s Invisible City: The Failure of an 
Historical Essay Film’ 
Bertasaviciute: ‘The Essay Film in Post-
Soviet Culture: Remembrance of Things 
(Not) Past’ 
Schweigl: ‘Poetry as form of resistance 
and as means against oblivion in Olivier 
Zuchuat’s essay film Comme des lions de 
pierre à l’entrée de la nuit’ 

Panel 14 (chaired by Thalita Bastos) 
The Essay Film in Turkey 
Akcali: ‘Video letters of love and politics: 
essayistic expressions in My Marlon and 
Brando’ 
Cengiz: ‘Voice of My Father as Historical 
Essay Film’ 
Tüzün: ‘The Settler: Unsettling the 
Conventional Modes of Narrativization in 
Essay Film’  
 

16:30 – 
18:00 

KEYNOTE by Prof Thomas Elsaesser 
 ‘The Essay Film Between Festival Favourite and Global Film Practice 

(in the Bulmershe Theatre) 

 

 

 

 

 

 

 



 

   
STUDIO SPACE CINEMA (screenings only) 

 Screening 5 
Places and People 
Edifício Master (2002) by Eduardo 
Coutinho, followed by a  Q & A with 
Consuelo Lins and Dr Igor Krstic 

Panel 12 (chaired by James Rattee) 
The Nine Muses 
Sharma: ‘Deconstructing the Archive: The 
Nine Muses and the essay film as 
postcolonial counter-memory’ 
Guha: ‘Remains in the Making: The 
Shifting Status of the Archive in John 
Akomfrah’s The Nine Muses (2010)’ 

Screening 6 
Places and People (continued) 
Dekho Purani Dilli (Seeing Double) 
(2013) by Karl Mendonca (15 min) 
 
Screening 7 
Found Footage / Found Remnants 
Transgressions (2015) by Júlia Machado 
(15 min.) 
Two Emperors and a Queen (2015) by 
Vesna Lukic (8 min) 

 
 

Panel 15 (chaired by Douglas Pye) 
My Essay Film II 
Greenhalgh: ‘Cottonpolis: subjective 
voice, dialogue and visual strategy in a 
contemplative essay film’ 
Brasier: ‘A Networked Voice: Speculative 
Transformations of Essayistic Subjectivity 
in Online Environments’ 
 
 
 
 
 
 

Screening 8 
(Self-) Portraits 
Of dice and men (2015) by Didem Pekün 
(28 min)  
Closer Than They Appear (2015) by Kim 
Munro (20 min) 
Tülay German: Years of Fire and Cinders 
(2010) by Didem Pekün & Barış Doğrusöz 
(50 min)  
 
 

 
 
 

 

 

 

 

 

 

 



 

Keynotes 

 

 

Keynote 1 
 
Prof Timothy Corrigan (University of Pennsylvania), ‘Essayism and Contemporary 
Film Narrative’  
 
The essay, the essayistic, and essayism represent three related modes that, at their 
core, test and explore subjectivity as it encounters a public life and subsequently 
generates and monitors the possibilities of thought and thinking. The first is a semi-
generic product, the second an intervention, and the third a kind of knowledge. The 
relation of each to other practices, such as narrative, is largely a question of ratios: 
as assimilative, as inflective, or as disruptive. My title obviously draws on the third 
mode, and aims to describe and argue a way in which the heritage and distinctions 
of the essay take a different form than those described more essentially by the 
essay film. Here, essayism becomes more and more frequently a disruptive force 
and presence within the presiding shape of a film narrative, a disruption that 
questions, at its heart, the limits and possibilities of film narrative itself. Specifically 
and too schematically, essayism questions the interiority of film narrative 1) through 
the disintegration of narrative agency as a singular and coherent figure, 2) through 
the exploration of the margins of temporality and history (as a realism) in a 
movement into unsheltered and “improbable” places, and 3) through the 
questioning of the knowledges that have conventionally sustained narrative. My two 
examples will be Terrence Malick’s Tree of Life and Lech Majewski’s The Mill and the 
Cross, both released in 2011, both engaged with and questioning--not coincidently I 
think--a dominant Judeo-Christian narrative as the foundation of knowledge, and 
both operating on the edges of conventional narrative form.  
 
Timothy Corrigan is a Professor of English and CinemaStudies at the University of 
Pennsylvania. He received a B.A. from the University of Notre Dame, and completed 
graduate work at the University of Leeds, Emory University, and the University of 
Paris III. Books include The Films of Werner Herzog: Between Mirage and 
History (Routledge), A Cinema without Walls: Movies and Culture after 
Vietnam (Routledge), New German Film: The Displaced Image (Indiana UP), Film and 
Literature: An Introduction and Reader (Routledge), The Film Experience (Bedford/St. 
Martin’s), Critical Visions: Readings in Classic and Contemporary Film 



 
Theory (Bedford/St. Martin’s, both co-authored with Patricia White), American 
Cinema of the 2000s (Rutgers UP), and The Essay Film: From Montaigne, After 
Marker (Oxford UP), winner of the 2012 Katherine Singer Kovács Award for the 
outstanding book in film and media studies.  
 
 

Keynote 2 
 
Prof Thomas Elsaesser (University of Amsterdam), ‘The Essay Film Between 
Festival Favourite and Global Film Practice‘ 
 
Given the enormous popularity of the ‘essay film’, both as a practice among artists 
and filmmakers and as a topic for academic research and writing, it may be time to 
also listen to the critical voices that want to make further distinctions: not only 
between documentary and essay film, or found-footage film and essay film, but also 
between essay film and the essayistic.  My lecture will take a specific aspect of this 
international media practice and try to delineate a certain genealogy that might help 
us get a clearer sense of the dynamics that tie the essay film and the essayistic into 
the globalized world picture of the contemporary. 
 
Thomas Elsaesser is Professor Emeritus at the Department of Media and Culture of 
the University of Amsterdam. From 2006 to 2012 he was Visiting Professor at Yale 
University. Besides publishing over 200 essays in journals and collections, he has 
authored, edited and co-edited some twenty volumes on film history, film theory, 
German and European cinema, Hollywood, Media Archaeology, New Media and 
Installation Art. His numerous books have been translated into German, French, 
Italian, Polish, Hungarian, Hebrew, Korean and Chinese. Among his recent books as 
author are: Terror und Trauma (Berlin: Kadmos, 2007); Film Theory: An Introduction 
through the Senses (New York: Routledge, 2010, with Malte Hagener) and The 
Persistence of Hollywood (New York: Routledge, 2012). His contributions to the 
essay film include numerous essays and an edited volume on the recently deceased 
Harun Farocki: Harun Farocki: Working on the Sight-Lines (Amsterdam University 
Press, 2004). 
 
 
 
 
 
 
 

http://ukcatalogue.oup.com/product/9780199781706.do
http://ukcatalogue.oup.com/product/9780199781706.do
http://press.uchicago.edu/ucp/books/book/distributed/H/bo3705113.html


 

Panels 

 

 

Panel 1: Memory & Trauma I (chaired by James Rattee) 
 
Marco Bohr (Loughborough University), ‘No Man’s Zone: The Essay Film in the 
Aftermath of Fukushima’ 
 
Produced in the immediate aftermath of the tsunami and earthquake that hit Japan 
in March 2011, Toshi Fujiwara’s film No Man’s Zone (Mujin Chitai, 2012) is a portrait 
of a country coming to terms with the nuclear fallout in Fukushima. Fujiwara’s 
interviews with local residents are interlaced with long takes of the post-apocalyptic 
landscape and subtle observations that signify the struggle of survival in this area. In 
parallel to these images of a new physical reality in Fukushima, a deeply subjective 
voiceover creates a narrative juxtaposition that is at times solemn and philosophical, 
while at other times it is fantastical and surreal. This paper will explore how 
Fujiwara’s cinematic elegy to Fukushima taps into a number of visual, textual and 
structural elements borrowed from the essay film. Most distinctly, this is the case 
with regards to the notion of subjectivity, reflexivity as well as the voiceover, or a 
“voice”, as a metaphor for the author’s personal viewpoint – the latter can be seen 
as a distinct reference to Chris Marker’s classic essay film Sans Soleil (1983). Further 
to this, the paper will explore how the narrative constantly challenges as well as 
questions the role and legitimacy of image produced in the aftermath of disasters. 
 
Dr. Marco Bohr is a Lecturer in Visual Communication at Loughborough University. 
He was awarded a PhD by the University of Westminster in 2011 for a thesis that 
investigated the work of a new generation of female photographers emerging 
during the social, economic and political shifts in Japan during the 1990s. In 2013 
Marco was awarded a Fellowship by the Japan Foundation for his ongoing research 
on the photographic representation of post-tsunami landscapes.  Marco is on the 
editorial board for the journal East Asian Journal of Popular Culture.  
 

 
 
 
 



 
Sarah Casey Benyahia (University of Essex), ‘The search for temporal and spatial 
identity in Nostalgia for the Light’ 
 
Nostalgia for the Light (Patricio Guzmán 2010) uses the form of the essay film in 
order to explore questions of Chilean national identity in the context of memory and 
reconciliation. As a displaced person, the film maker Patricio Guzmán narrates the 
film as memory; an attempt to reconstruct his own past as a Chilean. Guzman links 
his own exploration of time and space as a film maker to the work of astronomers 
and archaeologists, other professions whose work is defined by their connection to 
the past. The relationship between past, present and future is central to Nostalgia 
for the Light. Drawing on a Deleuzian approach to cinema and time, this paper 
examines the film’s exploration of philosophical questions about the experience of 
temporality and its relationship to identity. Nostalgia for the Light is part of a recent 
trend in transnational fiction and nonfiction films which find new ways to 
interrogate national identities within a global context.  Ultimately Guzman argues 
that it is temporality and not geographic location which constructs identity arguing 
that, ‘Those who have a memory are able to live in the fragile present – those who 
have none, don’t live anywhere’. 
 
Sarah Casey Benyahia is a PhD student in film studies at the University of Essex -the 
focus of her research is memory and time in contemporary art house cinema. She is 
the author of Crime (Routledge2011), the essay ‘Salander in Cyberspace’ in Stieg 
Larsson's Millennium Trilogy (Palgrave, 2012), co-author of Doing Film Studies 
(Routledge 2012) as well as a range of Film and Media Studies text books. 
 

 
Eleftheria Rania Kosmidou (University of Salford), ‘Civil Wars, Cultural Memory 
and Essay Film: The cases of Theo Angelopoulos’s The Travelling Players (1975) 
and The Hunters (1977)’ 
 
Theo Angelopoulos’s work has been characterized as local and transnational at the 
same time. Local in the way in which some of his films deal with the history of 
Greece, and transnational in the way in which his work explores topics of migration, 
exile, the quest for identity and existential issues while transcending national and 
ethnic boundaries. However one reads Angelopoulos’s work, the common 
denominator in his history essay films is that they deal with collective and cultural 
memories. In this paper I wish to discuss Theo Angelopoulos’s The Travelling Players 
and The Hunters. My focus is twofold. On the one hand, I want to investigate what 
kind of cultural memory they generate and how. I want to suggest that these two 



 
films propose particular historical allegorizations of the past they negotiate.  On the 
other hand, Angelopoulos’s cinema, and for the purpose of this paper these two 
essay films in particular, have been characterized as Brechtian due to the 
filmmaker’s use of Brechtian techniques. Within this framework, I want to argue 
that despite Angelopoulos’s use of Brechtian techniques, these films aesthetically 
and ideologically are characterized by pessimism and melancholy, as opposed to 
Brechtian optimism and teleological view of history. 
 
Eleftheria Rania Kosmidou finished her Ph.D. thesis in 2010 which was published by 
Routledge under the title European Civil War Films: Memory, Conflict and Nostalgia 
in 2013. She has been lecturing at the Departments of Film Studies and Media 
Studies at the University of Salford, and has also lectured at the Department of 
Interdisciplinary Studies at Manchester Metropolitan University. She has worked 
extensively on Theo Angelopoulos’s cinema, and on civil war films and cultural 
memory, as well as popular European cinema. Rania is currently working on two 
new projects, exploring Former Yugoslavian Civil War films, and the horror film. 
 

 

Panel 2: Debating Authorship (chaired by Antonia Kazakopoulou) 
 
Dagmar Brunow (Linnaeus University, Växjö, Sweden), ‘Conceptualising essay film 
research: canon formations between transnational film studies and “strategic 
auteurism”’ 
 
While publications on the essay film have hitherto focussed on white male 
filmmaking, thereby perpetuating Romanticism’s patriarchal, logocentric myth of 
the (male) genius, essay film research needs to broaden its scope to include female 
directors and/or directors-of-colour. Inclusive gestures alone, however, cannot 
challenge dominant canon constructions and their inherent dominance of the ‘usual 
suspects’, such as Resnais, Marker, Godard, or Farocki. Conceptualisations of World 
cinema (Chaudhuri 2005, Durovicova/Newman 2010, Nagib/Perriam/Dudrah 2012) 
and European cinema through a transnational perspective (Elsaesser 2005, 
Bergfelder 2005) can add new dimensions to essay film research, denouncing 
auteurism as one of the major points of reference for global film practice. However, 
a director's status as an auteur is still crucial for his or her critical reception, and as a 
result, for canon formation and its repercussions on film historiography. 
Conceptualising a film as an essay film can liberate it from a reductive critical 
reception as an expression of a minoritarian position. Using the example of John 
Akomfrah, my paper develops the concept of 'strategic auteurism', examining both 



 
the self-fashioning of a filmmaker and his/her conceptualisation by curators and film 
scholars alike.  

Dagmar Brunow is a lecturer in Film Studies at Linnaeus University and in Gender 
Studies at Södertörn University (both Sweden). Publications on transnational 
cinema, documentary filmmaking and the essay film, on video collectives, and 
experimental filmmaking. Current projects are a monograph on (trans)cultural 
memory, the archive and remediation; and an edited collection on Stuart Hall and 
his impact on the interface of social activism and academia in Germany. Founder of 
the workgroup Cultural memory and media at NECS and a member of the editorial 
board of the Journal of Scandinavian Cinema (intellect). Regular contributor to 
testcard. Beiträge zur Popgeschichte. 

 

Fátima Chinita (Lisbon Higher Polytechnic), ‘Agnès Varda’s Recycling of Life: 
Metacinema as a Discourse on Creatorship in The Beaches of Agnès (2008)’ 

Ever since Jane B. par Agnès V. (1988), which fused biography and fiction in an 
experimental way, that the French director Agnès Varda has been issuing her ideas 
on personal memories and experiences along with a strong discourse on art and 
cinema, her profession of choice and part of what makes up her own affective 
identity. In a way, she has been making pseudo-biographical essays infused with 
facts as much as with poetry, which is a way of feeling the world, and consequently, 
another manner of perceiving it as it really is (but does not seem to be). This 
approach is in conformity with what Laura Rascaroli calls “subjective cinema” and 
Raymond Bellour nicknames “self-portrait” (in the line of the self-representation 
advocated by Michael Renov), but goes way further than that. Indeed, Varda does 
not only practice a first person cinema in her documentaries and borderline fictions; 
she also sends out an ideological message of a non political nature. Her philosophy 
is that of metacinema, where an artistic discourse on the 7th Art runs parallel to her 
life in the cinema, as a daughter of the cinema. Although the essay film in general is 
highly permeable to metacinematic practices, in that it grapples with the boundaries 
between reality and illusion, the fact is that this “form that thinks”, as García 
Martinez puts it, does not necessarily have to think about cinema. And yet, with 
Agnès Varda, it does. Using Varda’s testamentary film The Beaches of Agnès (2008), I 
will introduce the concept of cinevision to describe Varda’s style of writing herself 
into the cinema through her own ideological discourse, thus reinforcing her own 
“cine-writing”.  



 
Fátima Chinita is an Associate Professor at Lisbon Higher Polytechnic, Theatre and 
Film School (Portugal), where she started teaching in 1995. She lectures on Film 
Production, Narratives and Film Studies. She has a Ph.D. in Artistic Studies (2013) 
with a dissertation on metacinema, entitled [in my translation]: “Self-Reflexive 
Metacinema as a Form of Authorial Enunciation”.  She has film degrees in both 
English Literature and Film and a Masters Degree in Communication Sciences. She 
has published a book in Portuguese - The (In)visible Spectator – Reflexivity from the 
Spectator’s Perspective in David Lynch’s INLAND EMPIRE (2013) – and several 
articles on metafilm and metanarrative.  

 

 
Roberta Veiga (Federal University of Minas Gerais), ‘For an “unauthorized 
autobiography” in filmmaking’ 
  
With the multiplication of homemade audiovisual productions and the sharing in 
social networks, the exposure of the self intensified and gained new contours. I 
want to understand whether or not films endorse the spectacularization of the self 
or rather open themselves to a new experimentation of subjectivity. I examine to 
which extent the essaystic gesture in personal filmmaking, in so far as it takes the 
form of an “unauthorized autobiography”, which embraces the impossibility of 
grasping the totality of the self and prompts the emergence of other subjectivities, 
can reach a historical inscripion. To that end, I analyze the effect of the self in 
filmmaking, taking into account the relation between referentiality and self mise-en-
scène, as well as the different ways of depicting memory and how the film deals 
with its own making process. With this in mind, I compare three recent Brazilian 
films – Diary, Letters, Revolutions, by Flávia Castro (2010), Elena, by Petra Costa 
(2011), and They killed my brother, by Cristiano Burlan (2013) – whose filmmakers 
have undergone, each one in one’s own way, the process of elaborating the death of 
a close family member so that their films became a present experience about 
another experience in the past. 
 
Roberta Veiga did her doctorate in Communication Studies at the the Federal 
University of Minas Gerais, Brazil, where she is now a professor and researcher 
developing the work "Personal Film: essay and documentary in contemporary 
Brazilian cinema". She is also editor of the journal Devires: Cinema e 
Humanidades and a member of the organizing committee of forumdoc.bh: Belo 
Horizonte's Documentary and Ethnographic Film Festival. She has recently translated 

https://www.owamail.reading.ac.uk/owa/redir.aspx?SURL=e52KKf7wLFQ7XmMcf8oKdh-7mhI-kb6vJ2IAFZkE9vZz_3FtkUXSCGgAdAB0AHAAOgAvAC8AZgBvAHIAdQBtAGQAbwBjAC4AYgBoAC8A&URL=http%3a%2f%2fforumdoc.bh%2f


 
into Portuguese the book Nothing Happens: Chantal Akerman's Hyperrealist 
Everyday, by Ivone Margulies. 
 

Panel 3: Thought & Affect (cancelled) 
 
 

 
 
 

Panel 4: The Political Essay Film (chaired by Alison Butler)  
 
Naara Fontinele (Université la Sorbonne Nouvelle – Paris 3), ‘The Hour of the 
Furnaces and the permanent invention of Cinematic-activism’  
  
In 1973, the Argentinian filmmaker Octavio Getino published an article entitled “The 
Cinema as Political Fact”, where he announces: “What defines a film as militant or 
revolutionary is not only the ideology, the intentions of the producer or director, or 
even the correspondence between the ideas expressed in the film and a 
revolutionary theory valid in certain contexts, but the very practice of the film with 
its intended concrete audience.”. Starting from this article, this paper will revisit an 
open conception of ‘militant cinema’ formulated by Fernando Solanas and Octavio 
Getino’s, directors of The Hour of the Furnaces, (La hora de los hornos, 1968), film 
signed by the Cine Libéracion Group that established the paradigm of revolutionary 
activist cinema. Besides importing into cinema a new essayistic aesthetics of literary 
structure and audiovisual innovations, The Hour of the Furnaces also emerged an 
extremely important contribution to the elaboration of Militant Cinema. Seeking to 
investigate some practical and theoretical reconstructions of contemporary 
Cinematic-activism, discussion draws attention to Solanas and Getino’s ideas about 
the practice of Militant Cinema, especially in regards to the “act of projection” and 
the instrumentalization of the medium. In order to think how Solanas and Getino’s 
ideas reflect in contemporary practices, we will analyze the work of the video-maker 
Diógenes Muniz and a short-film by Luiz Pretti, both Brazilians and both engaged in 
initiatives of Cinematic-activism. 
 
Naara Fontinele is a researcher and filmmaker based in Paris. She is a Ph.D 
candidate in the Université la Sorbonne Nouvelle – Paris 3. Degree in Film Studies 
(Universidade Federal de Santa Catarina, Brazil), Research Master degree in 
Cinematography and Audiovisual Studies (Université la Sorbonne Nouvelle – Paris 3) 



 
and a Professional Master degree in Didactics of Image (Université la Sorbonne 
Nouvelle – Paris 3). Since 2012 she works on educational projects related to Cinema, 
especially in two educational projects in the north of Brazil in partnership with the 
institution SESC. Her current research focuses on matters of Documentary, 
Cinematic-activism, Experimental and artists’ film and Brazilian cinema.  
 

 
Patrick Brian Smith (Concordia University), ‘The genealogical essay film: structural 
discontinuity in James Benning’s Stemple Pass’ 
 
The bulk of academic discourse surrounding the concept of the essay film 
predominantly pushes the centrality of either a “personal” and 
“reflective/subjective” authorial voice as defining parameters of this mode of 
filmmaking. Such an emphasis upon a singular authorial mark is perhaps 
symptomatic of both the discourse’s predominant reliance on an auteurism-
inflected mode of analysis, alongside the assumption that the vast majority of these 
texts produce clear-cut ideological messages. The aim of this paper is to upset this 
discursive formation of the “essay film,” taking Stemple Pass as a test case that 
structurally and thematically complicates the claim that such essayistic texts “must 
represent and attempt to work out some reasoned line of discourse.”4 Rather, 
Stemple Pass presents us with Kaczynski’s fractured ideologies and lines of 
argument at a plethora of different historical junctures, offset to promote 
antithetical sensibilities of discontinuity and non-linearity. The claim that the 
essayistic qualities of Stemple Pass work promote such a sense of discontinuity 
builds from Michel Foucault’s methodology of genealogy, which operates as an 
“effective history… record[ing] the singularity of events outside of any monotonous 
finality.”5 Examining the structural and thematic organisation of Stemple Pass, this 
paper will argue for a more fractal and piecemeal approach to the essayistic form. 
 
Patrick Brian Smith is a Frederick H. Lowy Doctoral Fellow in the Mel Hoppenheim 
School of Cinema at Concordia University. His research interests include avant-garde 
and experimental film, non Western political and art cinemas, European 
antinaturalism, precarious labour and the essay film. 
 

 
Giorgio Avezzù (Catholic University of Milan) & Giuseppe Fidotta (Università di 
Udine), ‘The World Essay Film and the Politics of Traceability’ 
 
Genèse d’un repas (Moullet, 1979), Ananas (Gitai, 1984) and The Forgotten 



 
Space (Burch, Sekula, 2010) constitute three attempts of cinematically representing 
the supply chain. Their common aim of depicting world-system economy through 
effective representational strategies belongs to a broader reflexive tendency that 
connects documentaries dealing with late capitalism and globalisation as a whole, 
which can be grouped under the label “World Essay Film”. This category's major 
question pertains to the ways in which the interconnectedness of the world can 
be made visible, material, spatial – in a word, geographical. At the same time, the 
category thematises the anxieties related to the invisibility of the late capitalist 
world, whose flows and networks seem to escape every form of plain 
representation. The aforementioned films run into the contradiction of traceability, 
i.e. the contrast between the will of mapping the flows and the conscience of their 
utter unrepresentability on a global(ised) scale. The responses chosen by filmmakers 
balance a reaffirmation of realist aesthetics, on one hand, and subjective 
involvements, on the other. Do the two solutions answer the dilemma of 
contemporary world's traceability? Is there an ideology of visibility in the World 
Essay Film, a sort of updating of the “monarch-of-all-I-survey” trope in postmodern 
times? 
 
Giorgio Avezzù obtained a Ph.D. at the Catholic University of Milan in 2014 
defending a thesis entitled The Geographical Anxiety of Cinema: Persistence and 
Crisis of the Cartographic Reason in Contemporary Cinema. He has written articles in 
which he discusses different geographical/geopolitical aspects of contemporary 
cinema: landscape in the American film, the geographical imagination of some 
recent films set in the ancient world, the rhetorical shift of aerial views and diegetic 
maps in Hollywood cinema, the ambivalence towards the cinematic representability 
of the whole Earth, the rhetoric and aesthetics of World Cinema theory, the 
relations between contemporary film historiography and cartography. 
 
Giuseppe Fidotta is PhD candidate at the University of Udine, Italy, and former 
Visiting PhD student at the University of Warwick, UK. His research explores the 
interplay between landscape, technology and medium specificity in fascist imperial 
documentary through the disciplinary framework of film theory, social history and 
cultural geography. He is the co-editor of Whose Right? Media, Authorship and 
Intellectual Property in the Digital Era (Forum, 2014) and At the Borders of (Film) 
History. Temporality, Archaeology, Theories (Forum, 2015), author of essays 
appeared in Italian and international journals, and editor of the academic journal 
Cinergie. Il cinema e le altre arti. 
 
 



 

Panel 5: Essay Film Style and Aesthetics (chaired by Adam O’Brien)  
 
Elif Akçalı (Kadir Has University) & Cüneyt Çakırlar (Nottingham Trent University), 
‘“A Kind of Proto-Cinema”: Aesthetics of Werner Herzog’s Documentary Essayism’ 
 
This paper explores potentials and paradoxes of interpretation in Werner Herzog’s 
recent documentary practice. Capitalizing upon the various aspects of “the 
aesthetic” embedded in his filmmaking (from the on-screen presentation of the 
subjects’ urge to create and re-invent to the fimmaker’s performative address at his 
“documentary” aesthetic), we aim to discuss the ways in which Herzog turns his 
documentary material into a series of artful acts and “proto-cinema” gestures. What 
makes this transformation possible especially in the  documentaries Grizzly Man 
(2005), Encounters at the End of the World (2007) and Cave of Forgotten Dreams 
(2010) is the filmmaker’s persistent interventions both as director and participant 
observer in the pro-filmic events as well as his highly stylised additions to the 
narratives during post-production including his editing decisions, use of sound and 
voice-over narration.  The subject matters that these documentaries originally deal 
with multiply and turn into remote questions both voiced by the filmmaker’s on- and 
off-screen comments, and implied through his filmmaking aesthetics. Focusing on 
his engagement with film form, style, and the recurring themes of ecstasy, 
spirituality, scientific reason, and the indifference of nature, we would like to 
address wider methodological implications in Herzog’s practice. 
 
Elif Akçalı earned her PhD degree in Media Arts from Royal Holloway, University of 
London in 2014 with her thesis titled ‘Discontinuity in Narrative Cinema’. Her 
research interests include film style and aesthetics, film interpretation and 
storytelling in films. She currently teaches at Kadir Has University in Istanbul.  
 
Cüneyt Çakırlar is Lecturer of Communications, Culture and Media at Nottingham 
Trent University (NTU), UK. His research practice focuses on transnational sexuality 
studies, erotic/exotic in visual cultures, cross-cultural translation and transregional 
art practices. He teaches media, film and television at NTU. Çakırlar worked as a 
research associate and teaching fellow in the Centre for Intercultural Studies at 
University College London. He was also granted an Andrew W. Mellon Postdoctoral 
Research Fellowship at UCL for the research project ‘Translations/Transpositions: 
Intergeneric Translation’ (2008-2009). He taught on queer aesthetics and film at UCL 
(UK), Bogazici University (Turkey), Istanbul Bilgi University (Turkey) and Koç 
University (Turkey). He published articles in Critical Arts, Paragraph and Screen and 
recently published a coedited volume, Cinsellik Muamması [The Sexuality 



 
Conundrum: Queer Culture and Dissidence in Turkey] (2012), focusing on global 
cultures and politics of sexual dissidence in contemporary Middle East.  
 
 

Felicity Gee (University of Exeter), ‘Reflexivity and the Anti-Aesthetic Aesthetic – A 
Surrealist Approach’ 
 
Jean Cocteau’s Testament of Orpheus and Raul Ruiz’s Hypothesis of the Stolen 
Painting dissect and reflect upon the meaning of art through an arguably surrealist 
practice. Taking Timothy Corrigan’s assertion that the essay film can be defined by 
its ‘anti-aesthetic’ foregrounding of the medium itself, this paper examines the 
extent to which Cocteau and Ruiz’s films foreground aesthetic affect within an 
essayistic format. It explores the links between the critical essays and texts authored 
by these filmmakers and their adaptation of the key ideas onto the screen. Surrealist 
film is rooted in the subjective impulse to reveal the improbable, irrational, 
proliferating, intangible and sensational aspects of the object world. Cocteau saw 
cinema as representing an ‘unreal realism, something truer than truth’ that revealed 
‘something else’ deep in the mind that only film could capture; while Ruiz 
recognised its significance as enabling a ‘joyous trace’, in allowing for 'the emotion 
of particular instants' to come forth.  This paper questions whether the self-
conscious philosophical questions raised regarding the role of the artist, and the 
catharsis of self-reflexively working through myths, voids and enigmas in their 
respective films - a ‘testament’ and a ‘hypothesis’ -  amounts to an essay.  
 
Felicity is lecturer in International Film at the University of Exeter. Her research 
examines the concurrent emergence of theoretical texts on the marvellous in 
German Post-Expressionism and French Surrealism in the 1920s and 1930s, and 
traces how these ideas took root in Latin America in the late 1940s. She has 
published on Luis Buñuel, Hiroshi Teshigahara and the Japanese avant-garde. She is 
currently preparing a monograph entitled 'Explosante Fixe: Cinematic Magic Realism 
and the Surrealist Marvellous'. Her future research intends to explore the links 
between thought, affect and the image relating to the films of Jean Cocteau, Guy 
Maddin, Raúl Ruiz. 
 

 
Thalita Bastos, (Fluminense Federal University), ‘Production of affection in the 
essay film “Elena” by Petra Costa’ 
 
Contemporary Brazilian documentaries frequently insert experiences of sensory-



 
affective engagement by sharing the director’s experiences with the viewer. Elena 
(2012) by Petra Costa can be seen as an essay film that uses melodramatic and 
excess elements in order to produce affection through the director’s journey in 
telling the story of her sister’s suicide and how that event affected her life. In order 
to understand how affection and excess are configured in this film I will use the 
excess and melodrama studies developed by Mariana Baltar and Kristin Thompson. 
In order to address the notions of affection I will address the film also with Karl-Erik 
Schollammer and Elena Del Río. Finally, I will also use Patricia Clough’s and Brian 
Massumi’s work, due to their reflections on the affective turn. My thesis is that 
contemporary documentary cinema expresses the real in many different ways and 
in the case of Elena this expression is produced through the director’s use of 
personal archive images, her voice over narration and the impressionist 
photography that composes the film.  
 
Thalita Bastos is a PhD Student from Fluminense Federal University. Starting in 
January she will be conducting part of her research at the University of Reading. She 
holds a Master in Social Communication by the State University of Rio de Janeiro. 
Her main interests are production of affection, performance, world cinema and 
expression of the real in order to understand contemporary cinema’s relation to 
realism. 
 

Panel 6: Reworking the Canon (chaired by Ian Banks)  

 
Christos Dermentzopoulos (University of Ioannina) & Thanassis Vassiliou (Aix-
Marseille University) Cultural memory and time in the early fictional films of Alain 
Resnais 
 
The case of Alain Resnais is special. Some of his films are considered classic essay 
films. Resnais himself, however, never stopped regarding cinema as the art of 
editing. From Hiroshima mon Amour (1959) to Same Old Song (1997), the cinematic 
universe of the French director suggested the meeting of moments through a 
principle of fragmentation, whereby each image, each fragment, did not belong to 
an already formed Whole, but constituted the elements of a Whole assembling 
itself. Especially in his early work, this Whole was always concerned with the 
cinematic translation of the mechanisms of human memory. In the three films we 
will discuss (Hiroshima mon amour, Last Year at Marienbad and Muriel, or The Time 
of Return), Resnais suggests three distinct mnemonic constructions: a. Two historical 
memories which collide in Hiroshima mon amour. b. Two false memories that define 
each other, transforming every flashback into a return to manufactured pasts (or 



 
feed-back, according to Deleuze) in Last Year at Marienbad. c. Two kinds of faltering 
memories (the memory of the war in Algeria and the memory of the Second World 
War) struggling to co-exist in Muriel. In each of these films, Resnais tries to 
communicate a reality bound to a world which is neither recognizable nor 
transparent, but rather the product of a flow of ideas and emotions.  
 
Christos Dermentzopoulos is Associate Professor in the School of Fine Arts of the 
University of Ioannina where he teaches Cultural Studies and History/Theory of 
Cinema. He is the writer of the books The Invention of Place. Nostalgia and Memory 
in the Film A touch of spice (Opportuna editions, 2013), The bandit novel in Greece. 
Myths, Representations, Ideology (Plethron Editions, 1997) and co-editor of the 
volumes: Anthropology, Culture and Policy (with M. Spyridakis, Metaihmio Editions, 
2004) and Aspects of Popular Culture (with V. Nitsiakos, Plethron Editions, 2007). His 
research interests concern visual and popular culture as well as memory studies. 
 
Thanassis Vassiliou is an Adjunct Professor (Attaché Temporaire d’Enseignement et 
de recherche) in the Department of Cinema Studies at Aix-Marseille, France. He is 
the author of a study on the relationship between Painting and the work of 
Theodoros Angelopoulos, and is working on a documentary about the current affairs 
programmes of the Greek Military Junta (1967-1974).  
 

 
Roberto Cavallini (Yaşar University), ‘Temporalities of the real: documentary as 
research or the essay film according to Pier Paolo Pasolini’ 
 
This paper investigates Pier Paolo Pasolini’s so called notebook films Appunti per un 
film sull'India(1969) and Appunti per un' Orestiade Africana (1970), arguing how the 
Italian poet and director, adopting an aesthetics of contamination, ventures into the 
essay film reframing the documentary image as research tool. These Appunti, 
conceived as work-in-progress for feature films, share Pasolini’s attempt at reading 
and confronting reality through a fictional impulse: an Indian legend and the trilogy 
of Greek tragedies Oresteia, respectively. Situating Pasolini’s films in the context of 
his ‘authorial intertext’ (Viano 1993) and his 'spectro-poetics' (Ricciardi, 2003), I 
argue how Pasolini’s lesson configures a fascination with what I would call the 
temporalities of the real, that is his attempt at contaminating reality and history 
through cinema. Making use of Bernard Stiegler’s reflections on technics and time 
and his notion of tertiary memory along with Jacques Derrida’s notion of critical 
inheritance, I will consider Pasolini’s filmic attempt at engaging with the problem of 



 
cultural transmission and tradition, employing the essay film as a documentary 
research tool, a transient archive that temporalizes our being in the world. 
 
Roberto Cavallini is Assistant Professor in Film and Visual Cultures in the Radio, TV 
and Cinema Department, Faculty of Communication at Yaşar University (Izmir, 
Turkey), where he teaches both theoretical and production courses (Documentary 
Cinema, Short Film, Auteur Cinema). He holds a PhD in Visual Culture (Goldsmiths, 
University of London, 2010) and in 2007 he co-founded InC - Research Group in 
Continental Philosophy (Goldsmiths). He published book chapters and essays on 
Italian Cinema and he is currently editing an anthology titled 'Requiem for a Nation: 
religion, politics and visual cultures in post-war Italy' (Mimesis International,  
forthcoming 2016). 
 

Panel 7: Eduardo Coutinho (chaired by Lúcia Nagib)  
 
Preconstituted panel: ‘The cinema of Eduardo Coutinho: documentary, essay, 
reflexivity, scene’ 
 
The essay film condenses many questions and dilemmas of contemporary 
filmmaking and film theory. The essay film seems to emerge as a space of 
experimentation for those who research forms to explore new ways of thought. In 
what ways films might enrich interrogations, instead of reinforcing preconceived 
ideas? In what ways can films express original ways of looking at the world instead of 
repeating genre forms? From Montagne (….) to Rascarolli (….), with Benjamin and 
Adorno, among others, current discussion about the essay film raises questions 
about the boundaries of a concept which cannot be contained in a set of formal 
conventions. Responding to the challenge posed by this seminary this panel 
discusses connections between the work of Eduardo Coutinho (1933-2014) and the 
essay form. In so doing, this panel approaches a Brazilian filmmaker whose work 
defied the Brazilian documentary scene along the last 35 years, from the perspective 
of a transnational field agenda. The panel attempts both to enrich the local 
discussion of the films of the director and to bring new material to the discussion 
about the essay film in a transnational arena.  
 

 
Esther Hamburger (University of São Paulo), ‘A cinema that thinks the world and 
the making of images of the world’ 
 



 
When Cabra Marcado para Morrer (Signed to die - twenty years) (1964/1984) came 
out, it embodied the nation’s expectations of turning down dictatorship, 
expectations that gained form in previous massive riots for direct elections, that 
unified students, and workers demands for better wages, for more money for 
education, for amnesty, for respect for the human rights, and democracy.  The film 
embodied the outrage at an authoritarian regime that besides interrupting the first 
version of the film, had censored, tortured, and killed. After 20 years of military rule 
urban poverty and social inequality had increased. Land problems continued. The 
film also embodied a reflexive and essayistic gaze at the social and political pre 1964 
social movements, especially about the ways in which film addressed social class 
otherness. Multilayered dispositive includes the use of complex interplay of 
different voice over, first person’s voice of the director, montage of fragments of 
extra diegetic sound, archive material, reflexive approach to the act of shooting, 
acting on, viewing, and talking about the experience of making a film. A form that 
emerged in the directors first television documentaries, conversation, in lieu of 
“interviewing” or “collecting a report” emerges here as an interactive mode which 
the director depurated and experimented with in his later films. Each time more 
conceptual, Coutinho’s work evolved towards eliminating the film as representation 
of something that is external, sometimes even precedes the film, in favour of the 
film as event that is provoked in the filmic situation – and that starts and ends there. 
Signed to die twenty years later can be thought of as a starting point in this 
movement towards abstract forms.  Although television was at the root of his 
cinema, he moved away from a medium that was not opened to documentary, to 
come back in 2010, with his TV compilation film One day in life, a radical work of 
montage that in certain ways extends from the film itself to the exhibition of the 
film, which than with the presence of the director flerted with performance. 
Dislocation of television images, recorded in during 24 hs and assembled in 
provocative ways to the big screen of the movie theater causes estrangement. 
Coutinho’s films engage contemporary social and political issues along the lines of 
an ethic cinema that raises questions, that investigates the world. His films can be 
understood as a register of his thought about his experience of the world. From film 
reduced to revolutionary support to film as a tool to stimulate original thought.  
 
Esther Hamburger is Professor of Film and Television Studies at the University of São 
Paulo, where she coordinates the Laboratory on Audiovisual Criticism and 
Investigation (LAICA). She has a PhD from the University of Chicago, post-doc at the 
University of Texas, at Austin. She has taught a short course at the University of 
Michigan, Ann Arbour. She has published in a number of specialized Brazilian and 
international journals such as Framework, Television and the new media, 



 
Documenta Magazine (2007), and book collections such as Lo Cinema de lo real, 
Eduardo Coutinho (Ohata, 2013), Media and gender. Her book O Brasil Antenado, a 
sociedade da novela was nominated to the Jabuti Prize. She has written on film and 
television in Brazilian daily press. She is currently vice-director of the Cinema of the 
University of São Paulo (CINUSP).  
 

 
Cláudia Mesquita (Federal University of Minas Gerais), ‘Cinema and history’ 
 
Coutinho's work from the late 90's distinguishes itself by emphasising the unique 
moments produced in the encounter between the director and filmed individuals. 
An “art of the present”, as Consuelo Lins (2002) defined it. Having this dimension in 
mind this paper investigates the rather distinctive ways in which the director deals 
with historical material in two particular films: Twenty years later (1984) 
and Peões (Metalworkers) (2004). Our hypothesis is that Coutinho’s films “write” 
history against the grain in the sense that they privilege the perspective of the 
people who were forgotten by official history. We also discuss the idea that 
Coutinho’s film’s use archival images as fragments that interrogate the present. The 
director refuses to reconstitute events, or to re-enact them. He instead stimulates 
his characters to share their memories, which are than edited in ways that take into 
account gaps in time and space, association and contrast. History in his films 
bypasses historicism to become close to the essay form. In this presentation the 
comparison between these two films provides a base for a diachronic approach, 
making visible continuities and ruptures on the ways Coutinho deals with the 
historical matter. 
 
Cláudia Mesquita is a professor at the Federal University of Minas Gerais 
(UFMG). She has a PhD from the University of São Paulo (USP). She writes regularly 
on cinema and video, with an emphasis on Brazilian documentary. She published, 
with Consuelo Lins, Filmar o Real – sobre o documentário brasileiro 
contemporâneo (Jorge Zahar Editor, 2008), and organized, with Maria Campaña 
Ramia, El otro cine de Eduardo Coutinho (2012), printed in Ecuador.She has 
published in a number of specialized Brazilian book collections such as Eduardo 
Coutinho (Ohata, 2013). She organized, with Leandro Saraiva, the Brazilian 
retrospectiveEduardo Coutinho, cinema do encontro (CCBB, 2003), and worked with 
Eduardo Coutinho inPeões (2004). 
 

 



 
Consuelo Lins (University of Rio de Janeiro / Birkbeck College), ‘The last phase of 
Eduardo Coutinho’s films: the “indoors” documentaries’ 
 
Among all Eduardo Coutinho’s films, Cabra Marcado para Morrer (A man marked to 
die - 1964/1984), is certainly the one with the most pronounced essayistic character: 
it is an essay on Brazilian cinema and also on the country’s recent history; it involves 
a discussion on certain conceptions of political cinema, in a very special period of 
Brazilian political history and questions furthermore the complex relationships 
between films and historical changes. This presentation focuses on another type of 
the essayistic gestures on Coutinho’s work, which can be found in the latest period 
of his artistic trajectory, when political and historical aspects are no longer tied to 
his documentary style. Composed of four films, this last phase is entirely conceived 
for closed environments, such as a stage (Playing and Songs), rehearsal rooms 
(Moscow), and a living room (A day in the life). This option for shooting "scenes" 
instead of "the world" allowed for Coutinho to intensify a reflexive movement about 
his own work, within which he will deepen various layers of his previous cinema. In 
this very part of his work, his previous films will constitute a sort of “archive” from 
where he chooses several elements to explore, rearranging them in new 
experiments. Likewise those authors who write in a more essayistic manner (as 
championed by German philosopher T.W.Adorno in his famous article “Essay as a 
form”), in these last films Coutinho works his subjects “while experimenting”, “turns 
his object this way and that”, “questions it, feels it, tests it, thoroughly reflects on it, 
attacks it from different angles (…).”  Amidst the most important aspects about 
which Coutinho questions tirelessly (particularly in Playing and Songs), one might 
find in the ways of speech in his subjects, the everyday language of the characters, 
the verbal inventions and possibilities of “fabulation” of the people he filmed. As a 
wild, self-taught and intuitive “linguist", he examines the expressive and narrative 
powers of people’s verbal expressiveness. In these two films, the main issues of his 
cinema are the self-mise-en-scène, the performance, the enactment, the staging and 
the possibilities of “narrative invention” of the subjects, either these are real people 
or professional actors. Those elements could be identified in his previous films, but 
now, with the subtraction of the physical indexes of their social locus, he furthers on 
those aspects in a more salient way, at the time he reduces the importance of 
whatever might distract viewers from the stories as they are singularly told by these 
characters. 
 
Consuelo Lins is a professor at the Federal University of Rio de Janeiro, Brazil. She 
received a PhD from Université de Paris 3 (Sorbonne Nouvelle). She writes regularly 
on cinema and video, with an emphasis on documentary, particularly subjective, 



 
essayistic and archival practices. In recent years the author has been also interested 
in the relationship between documentary and contemporary art. She published, in 
2004, a book on the work of Eduardo Coutinho (O documentário de Eduardo 
Coutinho: televisão, cinema e video) and in 2008 a book about the contemporary 
Brazilian documentary (Filmar o real: sobre o documentário brasileiro 
contemporâneo). She worked with Eduardo Coutinho in the feature-length films 
Babilônia 2000 (2001) and Edifício Master (2002). She is also a Brazilian filmmaker. 
She directed, among others, Lectures (2005), a documentary short entirely shot with 
a mobile phone, Leituras Cariocas (13’)and Nannies (2010), shown and awarded in 
several festivals. 
 

 
Cecilia Sayad (University of Kent), ‘Jogo de Cena and the Loose Boundaries 
between Inner and Outer Selves’ 
 
This paper discusses Eduardo Coutinho’s unique mode of stressing authorial 
presence rather than expression, and explores the essayistic Jogo the Cena (Playing, 
2009) as the culmination of a separation between the author’s inner and outer 
selves that has been underlying the Brazilian director’s career since Santo Forte (The 
Mighty Spirit, 1999). If the essayistic mode usually reflects on the enunciator’s 
position in the world it comments upon (the conception of the literary essay by 
Michel de Montaigne, as Colin MacCabe reminds us, involves precisely ‘a personal 
perspective’ over ‘general topics’), Coutinho records the filmed world’s response to 
his presence. His essayistic documentaries have always highlighted the subjects’ 
reactions to the director’s interest in their lives; Coutinho’s presence in the image 
presents him not as a self-expressing figure, but as a catalyst for the subject’s 
‘performance’ to the camera. It is furthermore not what Coutinho says that 
characterises his authorial persona—the director’s São Paulo accent and raspy, 
cigarette-smoker’s voice are arguably more distinguishable than the questions he 
actually asks, which are very simple and quite repetitive (enquiring about the 
subject’s work and family). Coutinho’s mode of self-inscription unintentionally 
stresses the materiality of his body and voice—which allows for a corporeal, rather 
than abstract, sense of an authorial presence. Combined with the director’s refusal 
to openly interpret and analyse (discussed by Consuelo Lins and Ismail Xavier, 
among others), the transformative effect of the director’s presence on the filmed 
reality transfers his authorial identity from the inner to the outer self. Coutinho is a 
perfect example of what I have termed ‘performing authorship’, a reassessment of 
the film author that privileges masquerade over exposure, physical presence over 
inner expression, process over product, repetition over uniqueness. The focus on 



 
the director’s outer self invokes the structuralist (and in some cases 
poststructuralist) dissociation between subject and expressive discourse that is 
perfectly dramatized in Jogo de Cena. The film features actresses (some of them 
unknown) re-staging interviews Coutinho carried with women who responded to an 
advert inviting people ‘with stories to tell’ to audition for a documentary. It is never 
clear whether the relayed story belongs to the person who narrates it to the camera 
or to another who may in turn be temporarily, when not permanently, off-screen. 
Like Jogo de Cena’s actresses, Coutinho appropriates himself of the experiences and 
discourses of others; it is thus that he finds his expression—in the narratives 
prompted by his physical presence. Rather than the author’s world, Coutinho’s films 
reveal the author in the world.  
 
Cecilia Sayad is currently the Head of the Film Department at Kent and Co-director 
of the Centre for the Interdisciplinary Study of Film and the Moving Image. She is 
also one of the editors of the Film Studies journal (forthcoming 2015). She has a PhD 
in Cinema Studies from New York University and before coming to Kent in 2008 I 
taught at NYU, Vassar College, and the University of Chicago. She has three main 
areas of research: film authorship, criticism, and the horror genre. She currently 
teaches two modules related to some of these research areas: Film Criticism and 
Film Genre (Horror). Her latest book, Performing Authorship: Self-Inscription and 
Corporeality in the Cinema (I.B. Tauris, 2013), examines how performance theory 
can illuminate the controversial figure of the film author. She also has a co-edited 
volume (with Mattias Frey) titled Film Criticism in the Digital Age (Rutgers University 
Press, forthcoming 2015), which explores the effects of the internet on the function 
and status of the movie critic. She is currently researching the relationship between 
horror films and a certain concept of reality – she has written, for example, on the 
mock found-footage horror movie. 
 

Panel 8: Diaries, Notebooks and Letters (chaired by John Gibbs) 

Ilana Feldman (UNICAMP, Universidade Estadual de Campinas), ‘David Perlov’s 
Film Diaries: From the Provate Sphere to Politics’ 
 
The following proposal wishes to analyze the work of Brazilian filmmaker and 
documentarist David Perlov, considered the pioneer of Israeli modern cinema and 
responsible for films with strong biographical and political content. Adopting as a 
standpoint the intersection between literary theory, cinema studies and 
psychoanalysis, we will investigate the "testimonial contents of the culture" 



 
(Seligmann-Silva, 2003) in which his work was created, comparing it with 
autobiographical and essayistic films that create an heterogeneous “biographical 
space” (Arfuch, 2010). Given the problematic field of autobiographical writings and 
their interlacement between essay film, first-person narration, testimony, memory, 
subjectivity’s critique, and the confessional and testimonial traits of our culture, the 
proposal has as its main perspective the investigation of the political subjectification 
and first person narration expressed by the film diaries of David Perlov. In these 
diaries, as we intend to discuss, errancy, trauma and exile are figures of a subjective 
enunciation and narrative in constant movement, for which the displacement, not 
only geographic, makes the transition from identity to otherness, from the private 
sphere to politics. 
 
Ilana Feldman has a Ph.D in Film Studies from the School of Communications and 
Arts at University of São Paulo, with a internship in the Department of Philosophy, 
Arts and Aesthetics at the University PARIS VIII, where developed research about 
the contemporary Brazilian documentary. In 2011, she curated the exhibition “David 
Perlov: epiphanies of the everyday” held in Brazilian Cinematheque, which resulted 
in a publication with the same title published by the Jewish Cultural Center São 
Paulo. Currently, she is doing post-doctorate in Literary Theory at UNICAMP, with 
the research “David Perlov's film diaries: from the private sphere to politics”. 
 

 
Fernando Canet (Polytechnic University of Valencia), ‘Essay films about film: 
filmed ‘letters’ between Guerin and Mekas’ 
 
Todas las cartas. Correspondencias fílmicas was conceived with the intention of 
having directors with similar concerns engage in a dialogue through filmed ‘letters’. 
A total of five pairs of directors have taken part in this film correspondence (Albert 
Serra-Lisandro Alonso, Isaki Lacuesta-Naomi Kawase, Jaime Rosales-Wang Bing, 
Fernando Eimbcke-So Yong Kim, and José Luis Guerin-Jona Mekas). All of them 
clearly have the attributes that Thomas Elsaesser (2009) and Lucia Nagib (2013) use 
to characterize a world cinema director, therefore, and from my point of view, are a 
good example of filmmakers who make essayistic films within world cinema context. 
The special relevance for the purpose of this paper is the correspondence between 
José Luis Guerin and Jonas Mekas. From December 2009 to April 2011, both 
exchanged nine video letters. This correspondence was the perfect excuse for 
engaging both directors in a reflexive dialogue about how they consider its medium 
of expression. As Timothy Corrigan (2011, 197) suggests this practice was specially 
underlined by Georg Luckács. Thus, essay films can generate "ideas" about film as a 



 
reflexive and critical response. How these "ideas" are embodied through the filmed 
correspondences between Guerin and Mekas is the main aim of this paper.  
 
Fernando Canet is Associate Professor in Film Studies at the Fine Arts College 
(Polytechnic University of Valencia, Spain). He has been a visiting research fellow at 
Goldsmiths College University of London and at New York University. He is the 
author of two books, co-author of another, and recently co-editor of the book (Re) 
viewing Creative, Critical and Commercial Practices in Contemporary Spanish Cinema 
(2014) for Intellect Ltd. Bristol. He has been the guest editor of a special issue of 
Hispanic Research Journal on Contemporary Spanish Cinema and a special issue of 
L´Atalante on Cinephile Directors in Modern Time. When the Cinema Interrogates 
Itself.  
 

 
Donatella Valente (Birkbeck, University of London), ‘Travelling the world. Essay, 
diary and notebook films by Massimo Bacigalupo (1968-1970)’ 
 
‘My films are like the book of Metamorphorses’, said Massimo Bacigalupo, one of 
the founders of the Italian Cooperative of Italian Independent Cinema in 1967. 
Much of his filmmaking style was informed by the New American Cinema, mainly by 
Gregory Markopoulos’s in-camera editing style, and Stan Brakhage’s 8mm ‘songs’ 
series. Filming was for him like ‘writing’ with the camera the images from a 
subjective, mostly lyrical, perspective, according to either a diary or a notebook film 
style, during his travelling throughout Asia and the Middle East, as if on a parchment 
as most of his films were shot in 8mm or 16mm, letting the camera speak for him. 
His films sought to create imaginary worlds, by also drawing on ancient scriptures, 
classic mythologies, and well known Anglo-American modernist poets, which 
radically differed from and countered mainstream Hollywood narratives, despite the 
fact that many of his films aimed to have a continuity, like in his film tetralogy, The 
Eryngium Cycle (1969-1970), or when referencing his previous films. His camera 
impressionistically captured and chronicled the everyday, as in 200 feet for March 
31st March (1968) like a euphoric Happening. Yet, with his following diary film Versus 
(1968), he self-reflexively studied the perception of the image, starting with a street 
in Palestine, where both his image and the camera’s appear in double-exposure. 
None of his films were overtly political, but his essay film Her, part of the collective 
anti-police film Everything, everything at once (1969), whose textual cut-outs 
performed the role of the classic voice over narrating the clashes between students 
and police, as Bacigalupo aimed to intellectually involve his audience as readers and 
makers of a different world. And as Tim Corrigan argued: ‘Since the essayistic 



 
subject is a self continually in the process of investigating and transforming itself, 
one of the experiential encounters that most generally test and reshape that subject 
are, naturally and culturally, the spaces of the world.’ (Corrigan: 2011, 104)  
 
Donatella Valente is a doctoral candidate in the Department of Film, Media and 
Cultural Studies at Birkbeck, University of London. Her research and writing focuses 
on the cultural and artistic value of archival material as deployed by the Italian Film 
Neo-Avantgarde during the sixties and seventies, and on the aesthetics of media 
technologies and new audiovisual media. She is an active member of NECS (Network 
of European Cinema Studies), co-edited Dandelion (online academic arts journal), 
has worked as Associate Tutor at Birkbeck College, University of London, and 
teaches as Sessional Lecturer at London South Bank University. 
 
 

Panel 9: My Essay Film I (chaired by Jonathan Bignell)  
 
Kim Munro (Royal Melbourne Institute of Technology), ‘The Essay Film as Address’ 
 
This paper is an essay on the act of essaying itself, and the essay as a transformative 
process from loss and absence to presence. It was only after the death of his 
beloved friend, Étienne de La Boétie that Michel de Montaigne began to write what 
became his most substantial works. This process began with a letter describing his 
overwhelming grief, and soon gave way to his essays. This was a way of imagining an 
interlocutor and to compensate for this loss (lack); thereby re-establishing a 
dialogue with an ‘other’ to express his subjectivity and reflect his identity. This 
ultimately transformed his grief of the loss into something else, something immense 
and something for the world. This presentation will ‘assay’ through a number of film 
works (Marker, Akerman, McElwee and The Filmed Correspondence collaborations) 
that use the form of letters to an ‘other’ (real or imagined) to think through loss and 
absence. I will also discuss the process of making my own essay film, Closer Than 
They Appear and the epistolary attempts, travels and discoveries I made in working 
through my own ideas and experiences of loss. 
 
Kim Munro is a PhD candidate at RMIT University, Melbourne. She is interested in 
the essay as practice, process and form.  These essayistic interests lie in works of 
literature, letters, travel and unexpected encounters as well as non-fiction 
filmmaking and the nexus of theoretical and creative practices. More recently, Kim’s 
research and work involves collaborative and participatory documentary making 
across the art and film spectrum situated around representing the experience of 



 
human-relationships, remoteness and connectivity. Recently she has been travelling 
in the UK researching art and film projects and the experience of collective 
aloneness. 
 

 
Vesna Lukic (University of Bristol), ‘Collision between the sound and the image in 
essay film as a way to address the feelings of displacement in migration’ 
 
My paper will explore the idea of voice over as a guide through the inner/personal 
experience of migration. Essay film seems to offer particularly useful tools for 
unpacking the divergence between the emotional response and the image of the 
world that the same response tends to create. Although migration and displacement 
frequently invite the focus on the political circumstances, my intention for this 
occasion would rather be to point towards the particular haptic quality of the 
cinematic image created as the result of certain tensions between the sound and 
image. So, how does the voice engage with the materiality of the film image is the 
main question I seek to address. My arguments are drawn from my own cinematic 
practice and the context of my PhD research, for which the experience of migration 
and displacement are the central themes. I am particularly interested in the ways in 
which cinematic medium evokes (rather than illustrates, or represents) that 
experience. In order to develop my arguments, I will refer (among other) to the 
Deleuze’s notion of ‘cinematic idea’, Marks’s ‘haptic visuality’ and cinematic 
examples such as Marker’s Letter from Siberia (1957) or Akerman’s News from 
Home (1977).  
 
Vesna Lukic is a visual artist and a filmmaker, currently on doctoral studies at the 
University of Bristol. My PhD is a practice-as-research project on the journey of the 
‘Kladovo transport’. The framework of my research interests is based on the 
discourse of documentary film, with a particular emphasis on the notions of 
cinematic time and the material (haptic) quality of the cinematic medium. My film 
work is preceded by several years of visual arts practice (I hold a BA and an MA 
degree in visual arts) and a number of years’ experience as lecturer in art history.
 

 
Nan T. Achnas (Nanyang Technological University, Singapore), ‘Shadows of the 
Past and the Essayistic Form’ 
 
How does one visualize trauma on a national and personal scale? Indonesia’s history 
of colonialism from the Dutch and Japanese as well as the history of violence in the 



 
name of the new nation-state has deeply influenced the socio-political fabric of the 
country. The aborted communist coup in the 1960s and the preceding events 
revealed severe violations of human rights right up to the downfall of Soeharto in 
1998.  Reformasi relates to Indonesia’s political events from 1996 through 2001—a 
period marked by tumult, intrigue, tragedy and mystery. After several years, and 
after the loss of thousands of lives, the forces of change have created a country still 
fraught with the burdens of the past. I am interested in films that deal with human 
rights violations or historical events of trauma and how to create an alternative in 
the dominant narrative structures of Indonesian cinema that favors the adopted 
mainstream cinema. I will address the essayistic form in film and how history, 
identity, trauma and memory are interwoven together to create a film. I will also 
use the Indonesian shadow puppet theatre (wayang) as part of the essayistic form 
in a possible film project. The question is, what strategies can be used to create a 
vibrant cinema transposed from the indigenous culture? I believe that there is a 
need to seek out and stretch towards new forms, techniques, hybrids, and types of 
experience and form dialogic relations between other art forms in order to create 
ingenious narrative and stylistic strategies. I am not suggesting that this is purely for 
the creation of a global art cinema but also for the mainstream fare, which performs 
a vital part of a thriving film culture. I am proposing an intentional approach by a 
filmmaker in the use of other cultural texts to the creation of an essayistic form of 
film. 
 
Nan Achnas graduated from the Jakarta Institute of the Arts, majoring in film 
directing. She then took up a master’s degree in Film Studies at the University of 
East Anglia, United Kingdom. At present she is taking her Ph.D at the School of Art, 
Design and Media, Nanyang Technological University, Singapore. She has produced, 
directed and written numerous award winning feature films such as Whispering 
Sands (Pasir Berbisik, 2000), a feature-length film that has since won nine 
international awards including Best New Director at the 2002 Asia-Pacific 
International Film Festival, the FIPRESCI and NETPAC awards and was screened in 
competition at various international film festivals such as Pusan, Rotterdam, 
Deauville, Seattle and Thessaloniki. 
 
 

Panel 10: Paolo Gioli (chaired by Mark Player)  

Preconstituted panel 
 
Paolo Gioli is an Italian artist. His hybrid artistic work constantly questions the use of 



 
different media and pushes the boundaries of using multiple practices. The notion of 
essay in Gioli’s filmography resonates with Godard’s famous words: an essai is “a 
form that thinks”. Rather than a way of saying ‘I’ (like Alain Cavalier, Jonas Mekas 
and others) or expressing some political ideas (which brings to mind Chris Marker, 
Alain Resnais and etc.), Gioli tries to question through his work the film media, the 
boundaries of the dispositive and the intermediality with other media such as 
painting and photography. It is as if the entire understanding of the Gioli’s cinema, 
which offers over metonymy as a mental process rather than a represented 
analogon (Jean-Michel Bouhours), passed by the analysis of the materiality and a 
wide understanding of the cinematic apparatus. The Italian artist investigates the 
components of film (the film material and the footage itself, the relation between 
movement and stillness, the notion of screen) making essays about film beyond its 
terms.   
 

 
Monise Nicodemos (Université Sorbonne Nouvelle, Paris), ‘Paolo Gioli’s, between 
media. An essay on chronophotography’ 
 
In this paper, I will discuss the concept of intermediality starting from some of Paolo 
Gioli’s film essays: L'assassino nudo (1984) and Piccolo film decomposto (1986). The 
two films selected present a re-appropriation of Muybridge’s photographs 
reanimated by the Italian artist. Gioli makes an essay on chronophotography, which 
is recognized as the prelude to cinema. Firstly, in order to better analyse these 
works, I will discuss why we can see the origin of cinema in the chronophotography 
by studying some eminent characters like Étienne-Jules Marey and Eadweard 
Muybridge. Then, I will investigate how Gioli through the animation of Muybridge’s 
photographs ends up querying the relationship between cinema and photography 
(reproduction, space and time), the concepts of movement and stillness and the 
notion of montage. Is it possible to talk about an unintentional anticipation of film 
editing by Muybridge? How can these pictures be seen as the origin of cinema? 
What is the relevance to make an essay on chronophotograhy nowadays? How can 
we analyze Gioli’s approach to film and photography? These are some of the 
questions I aim to discuss in this paper.  
 
Monise Nicodemos is a PhD student in “Cinema and Visual Arts” at Université 
Sorbonne Nouvelle in Paris. After a master on the issue of reconstruction in 
Canadian photographer Jeff Wall and the Iranian filmmaker Abbas Kiarostami, she 
works on a thesis about Paolo Gioli and media inquiries. She teaches a Course of 
Aesthetic in Cinema and Photography at Paris 3 and works also as film programmer 



 
and curator in Paris. 

 
Júlia Machado (Aarhus University), ‘Is it Porn or Subversive Art? Transgression, 
Sensuality and the Re-use of Taboo Image Footage in Paolo Gioli’s Film Essays’ 
 
Is pornography intrinsic to the footage’s content or can it be transformed by 
montage? In this paper, I will address this question through the analysis of three film 
essays on sexuality and pornography by the Italian film artist Paolo Gioli: Quando i 
corpi si tòccano (2012), Interlinea (2008), Quando la pellicola è calda (1974). Made 
in two different time contexts, the selected essays re-use porn images in new 
experimental collages. Firstly, I will observe how Gioli investigates the transgressive 
nature of taboo images in these essays. Secondly, I will consider how Gioli’s films are 
foremost a reflection on film matter, thus breaking continuity up for the sheer visual 
delight. Finally, I intend to show that, in spite of content becoming diffused, it does 
not disappear completely. On the contrary, in Gioli’s film-essays repetition and 
duplications often indeed reinforce or even joyfully problematize the obscene 
nature of images. 
 
Júlia Machado is PhD student at Aarhus University. After writing a master-thesis on 
tragedy and the sacred in Lars von Trier’s cinema at Pontifical Catholic University in 
Rio de Janeiro, she moved to Denmark, and has been doing a PhD practice-based 
investigation on transgressive cinema since 2012. She has taught and organized film 
workshops and film screenings, and has also worked professionally as film editor 
and filmmaker since 2006. She is reviewer at Brasiliana- Journal for Brazilian Studies. 
 

 
Li-chen Kuo (Université Sorbonne Nouvelle, Paris), ‘Body as apparatus of image in 
Paolo Gioli’s inventions’ 
 
In this paper, I want talk about film in terms of forms and apparatus. I would like to 
investigate the essays of Paolo Gioli who tries to invent different forms of image in 
photography or cinema, with or without camera. Within Paolo Gioli’s essay we can 
reflect on the concept of making cameras and making films. Gioli seems to question 
the apparatus of image by changing the traditional camera. We can discuss the role 
of body as material in his film-making and camera-making. Firstly, I would like to 
investigate the body as apparatus, I will try to point out the relationship between 
the concept of a pinhole camera and the body as camera obscura in his work Pugno 
stenopeico (1986). Secondly, the body as film material, I will show how the 
apparatus represents the body in some of his works made with the technique of 



 
Photofinish, such as Figure dissolute (1974-78) and Volti attraverso (1987-2002). 
 
Li-chen Kuo is a PhD student in « Cinema and Visual Arts » at Université Sorbonne 
Nouvelle in Paris. After a master on the issue of the aesthetics of film media, 
especially the film grain, she works on a thesis about the figure of fire in cinema. 
 
 

Panel 11: Accented Essay Films (chaired by Igor Krstic)  
 
Brenda Hollweg (University of Leeds), ‘Re-considering subjectivity, memory and 
forced migration: Angela Melitopoulos’s Passing Drama’ 
 
In my reading of Melitopoulos’s film I highlight various interconnected subject areas 
concerned with issues of forced migration and the creative re-imagination of 
remembered 20th century European his/tories of traumatic experiences. In an online 
article on ‘images as agents’ Melitopoulos writes that Passing Drama represents 
‘the acoustic image of my family history’. This history encompasses at least two 
generations of Kurdish Greeks who were repeatedly forced to flee from political 
oppression and persecution. Their memories are intercut and juxtaposed with 
Melitopoulos’s personalized yet intentionally non-anthropocentric audio-visual 
footage: representations of the organic and non-organic life, past and present, the 
unknown and the strangely familiar. It is from this complex audio-visual set-up of 
multi-lingual voice-over narrations, sound effects and the videographic animation of 
things, which point to an ‘animist conception of subjectivity’ (Guattari), that her own 
political voice as filmmaker emerges. In her re-imagination of her family’s history 
Melitopoulos also draws on imagery of the camp. We find here what Griselda 
Pollock and Max Silverman have termed a concentrationary cinema. The 
concentrationary as an underlying dehumanising and defining condition emerges 
from the film/text’s interstices; it becomes visible to the extent that it is being 
resisted aesthetically and politically.  
 
Brenda Hollweg is currently Research Fellow in the School of Fine Art, History of Art 
and Cultural Studies at the University of Leeds. A specialist in American literature 
and a scholar of the essay as literary and expanded cultural form, she is also a 
filmmaker. She has published on cultural identity formation and exhibition 
literature, contemporary documentary and the video essay. She is developing a 
larger research project on questions of subjectivity, memory and migration across 
Europe in hybrid documentaries and video installations post-1989.  
 



 
 
Neslihan Tanju Ercan, (Ankara University), ‘The essay film as homeland: We Need 
Happiness (Jankowski and Sokurov, 2010)’ 
 
We Need Happiness is one in a collection of films with the title "The Ways Of The 
World" curated by Stéphane Breton. We Need Happiness challenges the idea of 
'homeland' while reflecting on the daily life of people in a village near a check-point 
in the autonomous Kurdistan of Iraq, the space-time of which is seemingly away 
from modernity but not as lacking as might be seen at first sight. The subject of the 
fictional voice-over stops in this village on his way back to Russia from a medical 
mission terminated because of the war. Later on his way again, he witnesses 
Newroz celebrations. In the village, two women (Khayal and Zvéta) are the focus of 
the narrative. The observations, the interview, and brief history of the region are 
presented as the memory of the voice-over. In this essay I take We Need Happiness 
to elaborate how an essay film might multiply the subjectivity of the voice-over, 
raise an argument on the idea of homeland by integrating ambivalence and 
contradiction. I will then project the outcome of this elaboration to two Kurdish 
documentaries I Flew You Stayed by Mizgin Müjde Arslan and The Last 
Season:Shawaks by Kazım Öz to compare the way they deal with the authorial 
subjectivity. 
 
Neslihan Tanju Ercan graduated the Faculty of Architecture, Middle East Technical 
University (METU) in 1994. She also holds an MA in Radio - Television - Cinema, 
Ankara University with the thesis title Ambivalence of Space in Turkish Cinema. She 
is still a PhD student in the same university department. Her PhD thesis  focuses on 
the spatial imagination through video and cinema.Having experiences in CGI 
rendering, interactive media design, CMS writing, she worked in the field of 
architecture and design. Since 1999 she is tending more towards audio-visual arts. A 
video she made recently with the title "Switch" was included in the ArtUp Parabole 
exhibition.  
 

 
Sophie Belot (University of Sheffield), ‘Emotion in a Transnational Essay Film: 
Algerian Dreams (Jean-Pierre Lledo, 2003)’ 
 
Timothy Corrigan (2011) and Laura Rascaroli (2009) highlight the transnational and 
protean form of the essay film as well as its encounter between the self and the 
audience. Both authors rest their definition of the essay film on the negotiation 
between a director’s subjective vision of the world and an embodied spectator’s 



 
personal viewpoint. Within this dialogic relationship, the spectator is intellectually 
and emotionally interpellated in the creation of the meaning of the visual text. 
Taking the example of an Algerian director, Jean-Pierre Lledo working in France, this 
article will bring to the fore the overlooked role of emotion in the essay film’s formal 
characteristic and political engagement. The documentary, Algerian Dreams (2003), 
deals with an emblematic French writer’s return to Algeria, as well as that of Lledo 
himself. Lledo’s work is critically considered as an essay film for its personal and 
subjective engagement with the national identity of Algeria within a post-colonial 
context. The film suggests a (re)creation of connections between nations and people 
by journeying through personal memories of the Algerian war of independence 
(1954-1962). Lledo’s documentary highlights the significant role of emotion in the 
essay film’s political stance. This article will therefore focus on the emotional strand 
of the dialogic relation of personal memories in order to highlight the performativity 
of the selves, that of the director(s) and the spectator, in the creation of an Algerian 
identity. 
 
Sophie Belot coordinates and lectures on the part-time Degree in French Language 
and Cultures at the University of Sheffield. Her research centres on the exploration 
of the notion of self in relation to representations of women in contemporary 
cinema. She has published a considerable number of peer-reviewed articles on 
contemporary French cinema and most particularly on gender issues as well as on 
the question of women’s film-making in present-day France. She has completed a 
monograph on the director and scriptwriter Catherine Breillat for Rodopi. Recently, 
she has published on Algerian women and the Algerian War of Independence as well 
as its aftermath in Algerian cinema. She is currently working on developing a project 
exploring the notion of emotion in French and Francophone cinema.  
 

Panel 12: The Nine Muses (chaired by James Rattee)  
 

Ashwani Sharma (University of East London), ‘Deconstructing the Archive: The 
Nine Muses and the essay film as postcolonial “counter-memory”’ 
 
Against the social realism of the ‘race-relations problem’ that continues to frame 
questions of race, migration and nation, John Akomfrah has produced over a 30 year 
period a series of experimental ‘poetic essay films’ that have inhabited, ‘undone’ 
and re-worked the images, sounds and texts of the British film and cultural archive. 
The Nine Muses (2010), arguably a ‘meta-text’ of Akomfrah’s filmic practice, revisits 
black British immigration, first explored in the seminal Handsworth Songs (1986), 



 
through ‘journeying’ in Greek mythology, English poetic verse and modernist 
literature. The film’s juxtaposition of archival post-war British documentary footage 
with aesthetically striking scenes of snow-laden (post)industrial landscapes, create a 
series of temporal disjunctures in which the past and future of migration are 
presented as myth and poetic universal history. In a context of a racially amnesic 
contemporary media with the reductive desire to visibly represent migrants as 
integrated citizens or excluded Others, The Nine Muses posits a filmic ‘counter-
memory’, through invoking ‘ghosts’ within the imperial visual archive in ‘ruins’. The 
paper examines the politics of aesthetics of The Nine Muses as an ‘eventual site’ 
where memory and repetition ‘rupture’ the contemporary for a subaltern future 
‘yet to come’. 
 
Ashwani Sharma is Principal Lecturer in Media and Cultural Studies at the University 
of East London.  He is currently completing a book on ‘Race and Screen Media in 
Global Times’. He teaches and researches on film, media and urban culture, 
especially on memory, history and temporality in diasporic and postcolonial 
contexts.  Sharma co-edits the journal darkmatter, where he has edited special 
issues on the TV series The Wire and on ‘Post-Racial Imaginaries’. He also co-edits 
the zine Southen Discomfort where he writes poetry. He used to work for the BBC 
and for independent film workshops with an expertise in sound. 
 

 
Malini Guha (Carleton University), ‘Remains in the Making: The Shifting Status of 
the Archive in John Akomfrah’s The Nine Muses (2010)’ 
 
In “Remains’ Regime Change”, Rey Chow asks whether digital technologies have 
altered our relationship to the act of preservation, where seemingly everything is 
subject to innumerable forms of digital ‘mummification’; she writes, “yet if 
everything can be left, nothing really is. Data so saved is perhaps no longer what we
would call remains”. This paper addresses the question of how filmic resurrections 
of archival images enable them to transcend their status as dormant data in order to 
assume the patina of ‘remains’, of the elusive traces of the past that remain potent 
in their signification. John Akomfrah’s The Nine Muses (2010) is the primary case 
study in this regard.  The Nine Muses bears a complex relationship to the BBC 
archive of Black migration to Britain in the 1940s and 50s; as Akomfrah has stated, 
the sound tracks accompanying many of these images had to be removed as a result 
of their racist overtones. This paper will explore the way in which Akomfrah utilizes 
essayistic techniques to re-contextualize these images so that they are transformed 
into the remains of this early period of migration to Britain and not as an index of 



 
the racist image-making fervor of this historical period.  
 
Malini Guha is an Assistant Professor of Film Studies at Carleton University in 
Canada.  Her research and teaching centre upon the study of world cinema, with 
concentrations in postcolonial and diasporic cinemas as they pertain to broader 
questions of space, place and mobility.  Her first book, From Empire to the World: 
Migrant London and Paris in Cinema has been recently published by Edinburgh 
University Press.  She is currently working on a new research project on Kolkata in 
the cinema.  
 

Panel 13: Memory & Trauma II (chaired by Lisa Purse)  
 
Melis Behlil (Kadir Has University), ‘Family Matters: Memory, History and the 
Essay Film’ 
 
The two primary markers of the essay film form, according to Laura Rascaroli, are 
reflectiveness and subjectivity (2009). These distinguishing properties also make the 
essay film an ideal mode to deal with personal and collective memories, histories 
and traumas. Indeed, Timothy Corrigan identifies trauma as an “experiential base of 
the essayistic” (2011). From Alain Resnais’ Night and Fog (1955) to Ari Folman’s 
Waltz with Beshir (2008), essayistic films have provided a way of dealing with 
traumatic pasts, of representing the unrepresentable. The films I will be examining 
belong to a recent phenomenon in Turkey. Over the last decade, the painful past of 
the Armenian massacres has become a topic of discussion, even though the official 
position still denies the 1915 genocide. During this process, there has been an 
emergence of interest in people’s investigating their own family histories, 
discovering many Armenian grandparents who had been adopted and/or converted 
in 1915 and continued to live in Turkey. Following several literary memoirs and 
interview collections, two highly subjective non-fiction films on the subject have 
appeared. In Hush (2009), Berke Baş discovers her great-grandmother’s Armenian 
roots, and similarly in Diyar (2014), Devrim Akkaya investigates her Armenian great-
grandfather’s past. By analysing the content as well as the context of these two 
films, I will contemplate the possibility of reconciling with a traumatic past through 
essay films, both on a personal and perhaps a national level. 
 
Melis Behlil is an Associate Professor of Cinema Studies and Chair of Radio, 
Television and Cinema Department at Kadir Has University in Istanbul, Turkey, a 
Visiting Scholar at MIT’s Comparative Media Studies program, and a Research 



 
Affiliate at Stockholm University’s Institute of Turkish Studies. Her areas of research 
interest are media industries, production studies, and contemporary Turkish 
cinema. In addition to teaching and other academic duties, she writes film reviews 
for various publications, co-hosts a weekly radio show, and is a member of the 
Turkish Film Critics Association. 
 

 
Elmo Gonzaga (National University of Singapore), ‘Cosmopolitan Nostalgia in Tan 
Pin Pin’s Invisible City: The Failure of an Historical Essay Film’ 
 
My paper will focus on Tan Pin Pin’s failed essay film, Invisible City, which aims to 
uncover suppressed historical narratives that deviate from the ruling Singapore 
government’s official account. The recent explosion of public dissent through 
historical writings and memory blogs has caused her work to be interpreted as 
subversive. Corrigan sees the essay film as interrogating the limits of the capacity for 
epistemological and cultural representation. In portrait and editorial essay films, 
history becomes the stage for testing and reconstituting subjective agency as the 
essayistic subject explores and negotiates the terms of its engagement with it. I will 
argue that Invisible City’s effort to inquire into the character of conventional history 
derives not so much from an historical outlook than from a nostalgic attitude. 
Trendy in bustling Singapore, where the state continually reconfigures the cityscape, 
nostalgia constrains avenues for politics in that the fissures it opens in collective 
memory lead only to an emotional fixation with the past. Although the film may 
attempt to unsettle the validity of historical knowledge and convey the diffusion of 
subjective agency, it reveals a predisposition towards the official mode of 
cosmopolitan nostalgia that the state promotes through its media and museum 
institutions. 
 
Elmo Gonzaga is a Lecturer at the National University of Singapore's Ideas and 
Exposition Program, where he teaches courses on the history of the photographic 
image and visualization of urban space. He obtained his Ph.D. from the University of 
California, Berkeley with fields of expertise in the visual and spatial culture of 
Southeast Asia, and global and third cinema. His book in progress, Monsoon 
Marketplace, traces the entangled genealogies of consumer capitalism, media 
culture, and urban modernity in Manila and Singapore’s important commercial and 
leisure spaces across the 1930s, 1960s, and 2000s. He is the author of Globalization 
and Becoming-nation. 
 

 



 
Rima Bertašavičiūtė (Vilnius University), ‘The Essay Film in Post-Soviet Culture: 
Remembrance of Things (Not) Past’ 
 
One of the recurring observations regarding the essay film is its engagement with 
both the political and the personal (Laura Rascaroli, Michael Renov, Timothy 
Corrigan). However, the actual mechanisms as to how they influence each other, 
remain in the shadow. In my mind, the practices of the essay film are inextricably 
linked to one’s own field of culture and the literary essay in particular, rather than to 
rules of an art in general. Drawing on Pascale Casanova, who describes national 
literatures in relation to the formation of state, I propose a theory that in Post-
Soviet culture the essay film might function as means for creating collective memory 
of a past that never happened. A suitable illustration is the internationally acclaimed 
Lithuanian video artist Deimantas Narkevičius. His short essay films made in the 90’s 
present ‘memories’ of life in the Soviet times, a sort of resistance to the totalitarian 
system. Narkevičius’ success raises questions regarding the nature of the essay 
itself. Why is this genre so appropriate to help (re)construct collective memory, 
which is necessary for functioning of every society? What is its role in formation of a 
modern, newly independent state? How does film essay contribute to the political 
via its personal, subjective storytelling? 
 
Rima Bertašavičiūtė is a PhD candidate at Vilnius University (Lithuania) working on 
contemporary Lithuanian essay and its (im)possible definitions. She has published a 
paper in English on the Lithuanian essay as a form of literary identity (in publishing); 
and in Lithuanian, on literary and film essay and possibilities to read them across 
text-oriented theories. Other interests: sociology of literature, film studies, pop 
culture, and Sherlock Holmes. Engagement with film studies includes, among all, 
conferences on film and Sherlock Holmes as well as editing translations of works by 
Mikhail Yampolsky and Béla Balázs into Lithuanian; translation of Thomas Elsaesser’s 
Film Theory: Introduction Through the Senses into Lithuanian (2012). 
 

 
Veronika Schweigl (University of Vienna), ‘Poetry as form of resistance and as 
means against oblivion in Olivier Zuchuat’s essay film Comme des lions de pierre à 
l’entrée de la nuit’ 
 
In his recent essay film Comme des lions de pierre à l’entrée de la nuit 
(Switzerland/France/Greece 2012) the Swiss filmmaker Olivier Zuchuat deals with a 
commonly unknown aspect of Greek history: In the period between 1947 and 1951 
more than 80,000 Greek citizens were interned in so called “re-education camps” on 



 
the Greek island of Makronisos. As they were suspected of communist convictions, 
they were to be re-educated through hard labour, lessons in national conduct and 
through brutal torture. Among these prisoners were poets and writers, who despite 
the torture and the daily struggle to survive, managed to write poems about their 
suffering and to hide them in the ground of the camps for a later discovery. The aim 
of this paper is to discuss how poetry is used as form of resistance and as means 
against oblivion in Olivier Zuchuat’s essay film Comme des lions de pierre à l’entrée 
de la nuit. To elaborate on this I will refer among others to James C. Scott’s theory of 
“hidden transcripts” and to Michel Foucault’s concept of “counter-memory”.  
 
Veronika Schweigl is a PhD student in Film and Media Studies at the University of 
Vienna, Austria, with a research focus on essay film. Her most recent article is 
published in “Alphaville: Journal of Film and Screen Media 5” and is entitled 
“Memories of a Buried Past, Indications of a Disregarded Present: Interstices 
Between Past and Present in Henri-François Imbert’s No pasarán, album souvenir” 
(Summer 2013). 
 
 
 
 

Panel 14: The Essay Film in Turkey (chaired by Thalita Bastos) 
 
Preconstituted panel: ‘Ways of Looking at a Nation’s past: Essayistic Forms of 

Representation in Cinema and Art Practices in Turkey’ 

This panel explores the essayistic tendencies in cinema and art practices in Turkey 
from the 2000s onwards in relation to little discussed moments of national history 
and how they are negotiated in filmic and artistic representations. Through detailed 
formal analyses of mainly three examples –  two feature films My Marlon and 
Brando, Voice of My Father, and an art work The Settler, we will pose questions 
regarding the different essayistic tendencies in filmmaking in Turkey that push 
boundaries between fiction/non-fiction, personal/political, memory/history and 
temporal distance between the past, the present and the future, and that treat 
historical representation as a plane upon which national meanings and the national 
past can be negotiated. The panel will further investigate how and why filmmakers 
and artists employ essayistic practices to tackle the disavowed issues and moments 
of the national past, such as the on-going violence against Kurds, the massacre of 
Alevis in 1978 and the forced migrations in the Balkans in the early 1990s.  
 



 
 
Elif Akçalı (Kadir Has University), Video Letters of Love and Politics: Essayistic 
Expressions in My Marlon and Brando 
 
In My Marlon and Brando (Hüseyin Karabey, 2008), the actress in the leading role, 
Ayça Damgacı, performs – or rather reenacts, following a script co-written by 
Karabey – her own experiences from three years ago. Ayça and the famous Iraqi-
Kurdish actor Hama Ali Khan meet on a film set and continue their relationship even 
though both head home after the shooting. Hama Ali sends video letters to Ayça in 
Istanbul, depicting his everyday life in a Kurdish village in Iraq amidst the violence 
during the US invasion. In the hope of reuniting with him, Ayça tries to complete a 
difficult journey from Istanbul to Iraq full of obstacles caused by public ideologies 
and state politics. The film’s essayistic qualities create narrative layers of past and 
present, fiction and non-fiction, and personal and public with blurry boundaries. 
This paper discusses primarily three of these qualities: the use of documentary 
images, the inserts of Hama Ali’s video letters and the performer Ayça Damgacı’s 
personal involvement in the story. These essayistic qualities permit the filmmaker(s) 
to express the adverse social and political attitudes towards Kurds in Turkey by 
means of a very personal and impossible love story. 
 
Elif Akçalı earned her PhD degree in Media Arts from Royal Holloway, University of 
London in 2014 with her thesis titled ‘Discontinuity in Narrative Cinema’. Her 
research interests include film style and aesthetics, film interpretation and 
storytelling in films. She currently teaches at Kadir Has University in Istanbul.  
 

 
Esin Paça Cengiz (Royal Holloway, University of London), ‘Voice of My Father as 
Historical Essay’ 
 
Set in the present day, Voice of My Father (Zeynel Doğan & Orhan Eskiköy, 2012) 
focuses on the story of a Kurdish-Alevi family in Turkey and their experience of the 
war in Kurdistan and the massacre of Alevis in Maraş in 1978. The family consists of 
Mehmet, his brother Hasan and his parents, Base and Mustafa. One day, Mehmet 
finds an old tape that was recorded by the family years ago; the tape was going to 
be sent to his father Mustafa, who was working in Germany at the time. To find out 
more about his familial past, why his father moved to Germany and why his brother 
Hasan joined the Kurdish guerrillas, Mehmet becomes obsessed with finding the 
tapes that his father had sent them. Throughout the film, as Mehmet searches for 
the tapes and his mother Base refuses to let Mehmet know about their 



 
whereabouts, they talk about their traumatic past. In addition to these 
conversations, through family albums, photographs, newspapers and other traces of 
the past that fill Base’s house, Mehmet aims to discover things about his family and 
about the past that he did not know before. Voice of My Father is based on the 
experience of one of its directors, Zeynel Doğan, and his mother Base, and they 
appear in the film as the actors playing their roles. Doğan has noted when he was a 
child, they were corresponding with his father through tapes they recorded and sent 
to each other, and with Doğan’s re-discovery of the tapes a few years earlier, he 
wanted to produce a documentary about them and learn more about his father, 
who is deceased. After long deliberations with his co-director, however, Doğan 
stated that he came to conclusion that such a story could be told through fiction 
instead of documentary. Thus, Doğan and Eskiköy wrote a script which includes the 
experiences of Doğan and his family, as well as his memories and events 
experienced by other survivors, and also fabricated stories.  This paper explores 
Voice of My Father  as a historical essay that scrutinizes the complex ways that we 
mould personal and historical narratives out of traumatic pasts. By challenging, and 
at the sametime erasing the boundaries between fiction/non-fiction, 
personal/historical, memory/history as well as diminishing the temporal distance 
between the past, present and the future with its formal structure, Voice of My 
Father does not seek to recover the ‘truth’ about the past, but interrogate the 
discursive fields in which some stories are produced, fixed and preserved while 
others remain ‘out of the frame’ of history.   
 
Esin Paça Cengiz holds a BA degree in Film and Television, a diploma in film-making 
from Czech Republic and a Master's degree in Communication Studies. She has 
recently defended her thesis on the representation of the past in cinema 
successfully at Royal Holloway, University of London. Her research interests include 
historiography and film, representation of the past in film; film, memory and 
trauma; narratology; national/transnational cinemas and world cinema. She 
currently teaches at Kadir Has University in Istanbul. 
 

 
Defne Tüzün (Kadir Has University), ‘The Settler: Unsettling the Conventional 
Modes of Narrativization in Essay Film’ 
 
Gülsün Karamustafa’s double projection video installation, The Settler (2003), 
tackles with the issue of forced displacement in the Balkans from around 1900 and 
onwards. However, The Settler digs into the inextricably interwoven relationship 
between interiority and exteriority as this relationship concerns space, memory, 



 
subjectivity as well as the process of and the failures in narrativization. Two screens 
placed at a ninety-degree angle at the corner of two walls, positions the spectators 
across from this very corner and almost figuratively splitting their eyes and views 
into two by forcing them to look at two different screens simultaneously. At the 
beginning, two colorful postcards showing pastoral and peaceful villages are 
diagonally placed on each screen. Then, two women enter into each screen from the 
opposing sides: a middle aged, presumably, Turk/Muslim woman, into the screen on 
the left, simultaneously, a younger, again presumably, Ottoman Greek/Non-Muslim 
woman into the screen on the right. On each screen, the two women seem like they 
are getting prepared for a photo shoot, as if they will pose in front of the 
photographer’s camera in a second. Soon after, the postcard-like quality of domestic 
spaces, again, emphasized by bright colors, gains a melancholic tone as the screen 
turns into black-and-white. Then, a real, archival image showing a series of 
dismantled legs of soldiers interrupts this picture-perfect image. After this moment, 
in the new, black-and-white world, pieces of furniture occupying the interiors 
disappear one after another in both screens. Finally, the Turkish/Muslim woman on 
the left screen walks towards the right side, crossing the border of the screen, she 
steps into the domestic interiors of the right screen. After a brief and uncanny 
encounter, the Ottoman Greek/Non-Muslim woman on right screen walks towards 
left, and enters into the adjacent screen/frame, into the adjacent interiors occupied 
previously by the Turkish/Muslim woman. With this unconventional use of double 
projections, and playing upon the conventions of the split screen adopted from 
fiction film, this video essay shifts the question from temporality to the question of 
spatiality, as it transforms the ways in which the spectators deal with a 
historical/traumatic moment into an engagement with an imaginary and a 
phantasmagoric space. Thus, instead of an attempt at bringing out and capturing 
the trauma of displacement that would represent a historical moment, this work 
shifts the question from a temporal to a spatial one. The Settler unsettles not only 
the conventional codes of the essayist storytelling but also reveals the elusiveness of 
this form and its very potentials.  
 
Defne Tüzün earned a Ph.D. in English from University of Wisconsin-Milwaukee in 
2011. She received a B.A. in Philosophy from Boğaziçi University in 1998, and an 
M.A. in Film and Television from Istanbul Bilgi University in 2002. She is currently an 
Assistant Professor in the Radio, Television and Cinema Department at Kadir Has 
University, Istanbul. Her research focuses on film theory and criticism, 
psychoanalytic theory, and narratology.  

 



 

Panel 15: My Essay Film II (chaired by Douglas Pye) 
 
Cathy Greenhalgh (University of the Arts London), ‘“Cottonopolis”: subjective 
voice, dialogue and visual strategy in a contemplative essay film’ 
 
This paper explores the sensory ethnographic engagement underlying my recent 
film works in terms of both approach and aesthetics. My feature documentary 
Cottonopolis (80’, forthcoming 2015), considers power, time and agency in the 
manufacture of powerloom and handloom cotton in contemporary India, through 
the reflections and consciousness of people from “Manchesters”; mega-textile 
cities. The film combines various documentary modes and techniques; reflexive 
essay and meditation, sensory and material culture ethnography, oral 
historiography and experimental visual immersion. Cottonopolis concerns 
transference of memory and consciousness through material connection with 
cotton from field to garment. Within the film, my dialogue and  participants stories 
mingle with the observations of Engels, Dickens, Gandhi, Wajda and Kerouac on 
“Manchesters”. The film is imbued with ethical questions, embroiled in experiencing 
stories of factories past and present. It is personal, evoking my own cotton 
ancestors lives as much as the woven story threads of the contributing participants. 
Filming, editing and writing presented critical challenge, interdisciplinary re-
imagining and appropriation, and, I hope an unusual essay film form. I am 
influenced by my artist-filmmaking work with choreographers and sound artists and 
by many years working as a professional cinematographer on fiction film and 
television. Cinematography has always been for me a form of thinking which 
produces a particular kind of knowledge. The paper will analyse these dynamics 
from a production studies point of view within the form created for this film and 
relations with broad theoretical influences about the essay film, eco-criticism and 
world cinema aesthetics (especially India): (Nadia Bozak, Guiliana Bruno, Timothy 
Corrigan, Gilles Deleuze, Amrit Gangar, Adrian Ivakhiv, Alisa Lebow, Laura Marks, 
Hamid Naficy, Lúcia Nagib, Gail Pearce and Cahal McLaughlin, Michael Renov). 
 
Cathy Greenhalgh is Principal Lecturer in Film and Television at the London College 
of Communication, University of the Arts London; originally working as a 
cinematographer in the film, television and commercials industries. She studied art 
at Bath Academy of Art and cinematography at the National Film and Television 
School (UK). She conducts ethnography with feature film cinematographers (1995-
2015 ongoing). She directs and shoots films with elements of choreography, 
animation, documentary and ethnography for cinema, gallery and museum spaces. 
Her interests and publications focus on collaborative and interdisciplinary creativity, 



 
filmmaking practices and communities of practice, cinematographic phenomena and 
aesthetics. Her recent film projects concern textiles, archive, landscape, scientific 
phenomena, perception and memory; using varieties of the essay film form. She 
chairs UAL’s Media-Art-Design-Anthropology-Network.  
 

 
Hannah Brasier  (Royal Melbourne Institute of Technology),  ‘A Networked Voice: 
Speculative Transformations of Essayistic Subjectivity in Online Environments’ 
 
I will consider how multilinearity may transform essayistic voice within interactive 
documentary. This will be discussed by understanding multilinearity as 
requiring ‘granular' and ‘faceted' works. Granularity describes the extent a system 
can be broken down into smaller parts, and facetted relations as the extent these 
smaller parts provides “many faces of possible connection” (Miles 75). Multilinearity 
can then be understood as desiring content that is able to be used in various 
contexts, and where multiple relations are formed between parts. I will speculate 
that multilinearity productively disrupts essayistic voice. Corrigan and Rascaroli 
describe essayistic voice as "fragmented and unstable” (Corrigan 31), and 
“concealed and disjointed” (Rascaroli 59). The essay film is recognised as highly 
subjective, where fragments of voice opens space for thinking. As Corrigan notes 
"essay films ask viewers to experience the world...as the mediated encounter of 
thinking through the world, as a world experienced through a thinking mind" (35). I 
will use the concept of multilinearity applied to the concept of essayistic voice, to 
consider an online interactive essay film I have made. From the combined 
perspectives of the qualities of multilinear documentary and the essay film I will 
explore ideas about voice in essayistic interactive documentary. 
 
Hannah Brasier is a PhD candidate in the School of Media and Communication, at 
RMIT University, in Melbourne, Australia. Her practice-based research is developing 
potential models of online interactive video practice unique to the affordances of 
the network. Hannah is a member of the nonfictionLab at RMIT. She has presented 
at the Australian Screen Production and Education Research Association annual 
conference and is currently working on a chapter for a forthcoming anthology on 
interactive documentary. Hannah regularly teaches within the Media program at 
RMIT University, and is a visiting PhD scholar at the University of Leeds during 2015. 
 

 

 



 

Screenings 

 

 

Screening 1: Walter Salles Event 

 
After a brief welcome address by the conference convenor Igor Krstic, Walter 
Salles will introduce the screening of one of his films, show clips of others and 
discuss them in a Q&A with Lúcia Nagib and the audience. 
 
 
 
 

Screening 2: Current Events 
 
Sudeuropa (2007)  
by Raphaël Cuomo and Maria Iorio (40 min) 
 
This video essay examines the ways in which European and Italian immigration 
policies materialize on location by reconfiguring space, time and the daily life of the 
Italian island Lampedusa.  The film evokes the presence of undocumented migrants 
on the island, caught far off at sea by the police and coast guards, excluded from 
social life and made invisible in their detention in a camp by showing the places of 
their arrival, enclosure and deportation. However, the film also foregrounds the 
conditions of production of the imagery of emergency: journalists and cameramen 
are embedded in the police dispositif which lines up the bodies, presents them in 
front of cameras, stages them. This situation gives shape to the usual figures of 
“clandestine immigrants in the southern borders of Europe”. Sudeuroa attempts 
to deconstruct these figures widely broadcast by the European and national media, 
which feed an imaginary of invasion as well as they prolong a western iconography 
that constructed the Other in the act of representation.  
 
 
 
 
 
 



 

Screening 3: Autobiographic Filmmaking in Iran 

 

 
 

Profession: Documentarist (2014) 
by Shirin Barghnavard, Firouzeh Khosrovani, Farahnaz Sharifi, Mina Keshavarz, 
Sepideh Abtahi, Sahar Salahshoor, Nahid Rezaei (80 min) 
 
In the situation of recent political, social and economic crisis of Iran, seven 
independent female documentary film makers talk about their personal and 
professional lives, concerns and challenges in a seven- part autobiographic film. 
Each author explores her filmmaking process and her daily life, through computer 
games, protests, family archive and the opening of an artists’ café.  This film offers a 
unique insight into what it is like to be an Iranian filmmaker in these times, 
expressed through a collective cinematic voice.  

 

 

 

 

 

 

 



 

Screening 5: Postcolonial Encounters 
 

 
 
Lovers in Time – or how we didn’t get arrested in Zimbabwe (2015)  
by Agnieszka Piotrowska (60 min) 
 
A preview of Agnieszka Piotrowska’s new film about putting on a controversial 
theatre production in Harare during the Arts Festival in 2014. The play Lovers in 
Time written by the Zimbabwean playwright Blessing Hungwe, is a surreal comedy 
that deals with traumatic historic events. It is an attempt to dislodge an inevitable 
consequence of a colonial betrayal. The controversy that ensued surrounded our 
attempt at using humour to challenge the rigidness of the assumption that a black 
and white encounter must inevitably result in a white person exploiting the black 
person. In the film, I pose questions as to what extent whiteness has now become a 
negative reflection of blackness in colonial times in post-colonial southern Africa. 
The cast and the director were threatened with arrest, but carried on with the 
production. The film has elements of observational documentary and drama, but it 
is also drawing from the tradition of essay writing and evokes Montaigne’s motto 
‘this is subjective knowledge but it is still knowledge’.  
 
The screening will be followed by a discussion between the filmmaker, Prof Thomas 
Elsaesser (University of Amsterdam), Prof Lib Taylor (University of Reading) and Dr 
Lisa Purse (University of Reading). 
 



 

Screening 6: Places and People 
 
Edifício Master (2002)  
by Eduardo Coutinho (110 min) 
 
For one week, Eduardo Coutinho and his team talked to 27 residents in an 
enormous building in Copacabana. Amongst these are a middle-aged couple who 
met through the classified ads in a newspaper, a call-girl who keeps her daughter 
and her sister, a retired actor, an ex-football player, and a janitor who suspects that 
his adopted father, whom he dreams about every night, is his real father. The 
subject of this documentary is private life in the big city, apartments as a last 
stronghold of individuality, in addition to emphasizing the fact that to live together 
in one and the same place does not ensure that a community will be formed.  The 
screening will be followed by a brief Q&A session with Consuelo Lins and Igor Krstic. 
 
Dekho Purani Dilli (Seeing Double) (2013)  
by Karl Mendonca (15 min) 
 
This is an essayistic, experimental film that uses the aesthetics of ethnographic film 
practice to explore the entangled issues of representation and subjectivity of place. 
The film was made during a fellowship that I was awarded at the UnBox 2011 design 
conference in New Delhi and is composed of a series of encounters, where objects 
and people form part of a material network and a filmic context for the question ‘Is 
Old Delhi Modern?’  
 

Screening 7: Found Footage / Found Remnants  

 

Transgressions (2015)  
by Júlia Machado (15 min) 
 
This film essay presents and analyses cases of taboo-breaking art-house films, thus 
raising a discussion about what is considered taboo and transgression in cinema. 
Some challenging cinematic representations of the body, such as close-ups of 
genitalia, fellatio and sexual penetration are shown on screen. Selected from variety 
of films representing a broad range of genres such as art-house, experimental and 
porn film, those images are woven together in a montage accompanied by a  
reflexive narration. 
 



 
Two Emporers and a Queen (2015) 
by Vesna Lukic (8 min) 
 
This epistolary video essay brings forth the beginning of the correspondence 
between a cineaste, Stanoje Backo Aleksic and the former secretary of the 
Yugoslavian Jewish Community, Naftali Bata Gedalja. The video is part of a larger 
PhD practice-as-research project on the ‘Kladovo transport’: a large group of about 
1200 Jewish refugees from central Europe whose unsuccessful escape attempt 
tragically and fatally ended on Serbian soil in 1941/42. The video shows the boat on 
which the Jewish emigrants lived during their Danube journey. It is today a 
shipwreck on the Danube shore in Kladovo.  
 
 

Screening 9: (Self-)Portraits 

 

 
Closer Than They Appear (2015)  
by Kim Munro (20 min) 
 
This film is an essayistic expedition through the secrets, foibles and dogged 
persistence of human relationships. Part fiction, mostly fact and generally true, each 
song-like chapter is a quest to get closer to the enigma of what it means to connect 
with another person; from a secret cold war bunker to a mysterious pen-pal in Fiji, 
from a town of a single inhabitant to a cat island in Japan, and from myths of 
everlasting love to the Museum of Broken Relationships.  
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