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, ntary as a form, but first of at WF\ goct
er commanly accepted moﬁe? :f ?Usn‘}'%'ig:ng:f:: epog,mentary is, broadly speaking, 100!
nent in Faegsl apondngaetnidon BE :; form that tells stores, makes assertions or obszar. tab
1, & form a subcategory of nonfiction - afo than the fabricated worids of fiction. |y 15)
$huctured vations about the real h-storical world, rather t taadb e
ne Lsing is often believed that a documentary must use literal ‘actualily’ jopkag dos o &
onal material a&:ounds recorded as they happened - and it is certainly the case that a great many an
mg: The ¢ Xtocumentaries do rest on this foundation of things observed and recorded. However, wt
ey’ m; in (U/\ it is entirely possible for a text to be cons:ggged a documentary, even if it c““5"5'~5 “stl
t thal they use Kpredommantry of reconsiructed or re—enacgd scenas. (Of course, those documentarizs e
loczage, but ithat do function in this way have been labelled with some other name = e.g. drama= fa
%m documentary - somathing we return to betow.) Documentary, in this sense, Is a very _ al
3 from hell broad church; the key defining factor is that the film or programme in question makes. . ¢
I a successiul assertions about the real world, and provides audio-visual evidence to back up such ' ﬂ( 1t

B game shiw assertions, This ‘asserive' stance and 'evidential’ basis need not necessarily mean that
woekly tasks). documentaries are explicitly laid cut as ‘arguments’ (as we shall see, this is the preserve
;ﬁ;ﬂ“‘;’g /mpearc kind of dotumentary, the expository). Documentaries can and do usea
~umentary variety of techniques as fits their aims and purpose - explicit argument rmore allusive or
en and ‘assoclative connections between things, dramatic reconstruction, and different levels of
I&Se'd b}' W ﬁtmmaker ‘intervention’ in the reality they are interpreting.

The most useful delineation of documentary modes has been providad by Bﬂl\
d Sd” o Nichots {2001). He identifies six modes ‘that function something like subgenres of thg ~J

3 \S&Sdmumenlar}' fiilm genre itself. poetic, exposhory. paﬂiclpatqw’ Qb,sewahu I, r&ﬂeme, ® .

ratogles in 3 ormative’ (2001: 99). We briefly consider each of these in turn. The' poetic mode wil >

¥ &% those seem more allusive and use 'associative’ ecﬁhng to capture a mood or tone rather than \Q}(
o the film's make an explicit argument about a subject. The so-called * city sym symphony' films, such as. ; NN

S argumant, Walter Ruttmann's Bertin: Symphony of a Great City (1927), Alberto Ca\!altant; o R
rexplicd (g.9, alist portrait of Paris, Rien que les heuras (1926 or Ron Fricke's epic environmental visual Q@

o peesenter | be seen as ‘postic’ do X
whatthe  POBM Baraka (1 992) may al ‘poe cumentaries — they o

2,,,, orit rather than stating or asserting thlngs dureclly EXPGSItGI’V dbcmnantaﬁe;gzet:en;sho:
immediately  hand do use explicitly rhetorical techniques in order to. maka Points about aspects of
a fimmaker sitory mode often uses vol

5 b actuality. The expository uses voiceover and has a ’Eml‘-‘&ly straightforward
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- Tha films of Nick Broomlield are central to

" The rriast important thing 1o noté about this. £
. The most jmportant thing to no kil

RTERE N BN Y boAu ZMQMth’ KW};\

'uzll"stwcturo to guide the viewer

e B s follow this templ, oreesh the mate evizion
g anes follow this template, where the voicen: erind, !-‘h:my t ¥ X
: ight ' oo Provides the y >

b M{..en‘wha‘t. migy be.dnspfwata Shots. Such films an | o Cannection, the /75 )(‘3‘0 s/ fa}’l
el : often didactic in nature - 4 g that
pored Saun the Sac OF example, th yypy 14 S s

] a the ontd World War ‘toll the flon;" of th o iy u

Lo =]

War (ang rrmke a

CQO Cf
echniques such as Mmaps )

: Such direct address may be
d!mf&'ns Y Contra:;!eq Yiith “m
. ; Chye
::da'ﬂ o dwnmnlary appears to take a detached ang therety 'nmn;z]? "bo:"ﬂ' Moda, Y
towargs its subject matler - ovently ‘imterprativey techriques lox obiective) f ¢

smﬁ‘_ ity or music (which arq common in ether modas of do:;umﬁnt:ar }a o . - \\/
N of an apparent captunng of reality as it unfolds. The filmg o F’;mmg sendwed n 1/ 1
i excalant emmple{; al this mode in that Wiseman presents h'.; ma*eﬁaﬁ_n ¢k Wiseman & [A/ h& UQ F) j!qt“
pseaatonal styfe with no voicaover, thereby seeming to g Vim;m"::wm'
sest own mind. Tha fact that Wiseman's subject matter i geresally US ing e “ \ P
axamgle, education in High Schoal (1968), the miitary in gaeic Train T}g’f*‘m‘, o
s geaning detachment a cumulative powar: rather than offering an ;‘gz e
viewpot on what he 1S representing, \Wisaman MMaws tha peo ;}';3 Hndis 1:::3{'"’3;0“‘5 N

: * b +y Wy ¥ -

A% 1 d 7({‘/
Gy

vy apparently aﬁp&:!k for ther;m;-mls' ngver, t is possivle 1o discern a cris cal Yoicg’
g through Wiseman's films: in his editing and shot dacision me i drpi 1;

g gefies :
45 us Irvehvement) using volceaver and Gther t:xpgm(,w 1

gven the seemingly celached abservational mods involves choites, Juxtapesitions and "\'Qelﬂ N/ D?// %
epntrasts. The pastcipatory (sometimas refarred to 3s the ‘interactva’) | o8 )
snoce whare the fimmaker does not remain aloof from the e el Sre iy / Q) U/ (
e il g " oM e subject matter, bt actively (//U -
enzages with it — by openly participating or interacting wih the pecple and nstitution ’
o show, Michaes tMoora's first film Tor tha cinema, Roger and Me (19@) exm&:ﬂ:;TLJ r;::s

paricipatory characteristics: Moora is directly Implicated in the subject matter e by

¢ course the ‘me’ of the fitle) and arguably many scenes would not unfeid in the way ﬁL‘\ﬂ | 1
tney do v.j.thuu.t his specihc participation, This results in a documentary form which is LJ WW/
very far removed from the detached e straightforwardly ddactic, The refiexive mode ;

‘= a mode inat attempts to offer a commentary on the means of representatian taed. .

-A reflexive documentary is a film which uses technigques that encourage the viewer 1o-

question the very idea of ‘documentary’ as a categary or mode; this quastioning can

also lead to a critique of larger categories such as tinematic reafism. For instance, in

Emrol Maorris’s Tha Thin Blue Line (1988), the story of a miscarriage of justice, the righly

stylised reconstructions and repetitions of scenes from ditferent viewpoints are reflexive

strategies that Morris uses to encotrage the viewer to think about relatve levels of “tuth’

—ﬁ'ﬁ!ﬁfsaﬂ-aaceptlon. Finally, the performative is a mode that raises all 5ox1s of quastions

sbout ftmmaker and subjéct *performance’ = not simply in the commeonsensa meaning

of ‘perfarming’ In front of the camera (which is often refecred to in the negative, as if #

detracts from the essential truth of what I gaing an), but the notion of the filmmaker and ,1

thelr sUbjects actively creating the documentary by pedorming certain soclal actions.

A5 Sfella Bruzzi has noted, there are some documentanes thal are ‘given meaning by
the interaction betwean perlarmance and reality’ (2000: 153); far from m’::;tm

documentaries for containing Self-conscious pgrlarma:ms. 1t fodlows mmmnmaklng.

perlormarices ara actually central to this speciic mode of documentery EHOR T

typology of diflerent modes fs thal s

1-. i — i 0551 bt kot { e S - 7 l.'t

e amm ocamartay 6 S0 g e s e putpase o oy o5 L
ot 0 rmerie i, o 3010 NSy

} taking & fobghly chronological form, this way & O of flrmaking residésin the
8 consiruction; The vibrancy of documentar &8 8 YFS S
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Crowa pieaser, or ntwe or no mmerest w ar IYVITG LUt u |\.ri3c whv aay Fppear =y
' ial document. Again, though, it is in the Creative iy, "

become an important socia i -

of this footage with something else (the modern-day footage) tha specific p, :
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THE SHIFT TO NARRATIVE STRUCTURE IN
DOCUMENTARY o

Despite their historical importance and the possibility that the _ can be re’ac?! as “profy.
documentaries', however, such early film actualities lack the decgswe Creative shaping
Ihat‘_distingulshes.documantary from other forms of nonfictional filmmaking. it js i the

L/jraénaﬁc narrative structures imposed on real material by a2 ﬁ_lmmaker Such as Robay

Flaherty (1 884-1951) that we first see the move to a more immediately recognisable typs
of documentary form, Flaherty's work is often held up to be among the most influental
of the early documentary filmmakers. Apart from anything else, films such as Nanoox
of the North (1922}, Woana (1926) and Man of Aran (1934) were a huge influence ¢
John Grierson, who went on to become an important figure in the British documantary
movement of tha 1930s and 18405 {and, later, founded the National Film Board of
Canada). As with many of the most influentia) documenfary filmmakers, Flaherty's work

s both important ang controversial for its methods,

‘Flaherty was not interested In merely recording

ns set up for the viewe.

i M e reality — instead, his films were
(\Q\\I\\"{) &W/dram{ica!iy_slmcturw, with clear namative goels and expectalio

(¥ . Richard Meran Barsam Pomts out that 't wouid be

the originator of the documentary film as We o it
finstead, his fimmaking] postically celebrates .

_ g | ) and his life; his films 5 ‘humanistic:
statements, not political ones* (1974; 124) Time and again ; i b

. o el “ d8an in his fj ,FA' ocuses
on real people in real situations, attempting to-draw, e AT

. b ; Out some of the myth onance
of certain lifestyles. This approach has not gone Uncriticised howaver — fhe:’:;erse issues

'y = > RIEhe.r - 9 OF his SUBISEE mattar st i
[/ problems for much contemporary documentary—'practice, ICt matter that raise

. IniNanook of s Iy ersedhimsatf-mtheﬁfes!ylesé
. i o ding a year livin with . . Stie ; R e
g\/\ Q@Ym J</ of the. Inuit:people spending a year living with them Such g method.‘,g_e_magg_lmpbﬂs: :

p 200

In Nanook of the North (1922), for example, Flaherty impm, reod
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of Nanook hunting with traditional harpog o shots; even more

ather than the mots

 that he actually used. Flaherty's Moana (1926) also inciuseq U
...H%su for the camera rituals they had borig-gince ﬂou&m

S respecy ., s, B mgipant observation approach, whers the fimmaker onseres

} of

central and arguably unavoidable techniques in documentary
iinly were in the period where fiming on location, with
8 sound recording (things that were to become comman-
d War era) was simply not possible, However, the
as remained as controversial as it is important in the

._W_h.., 8, Cruickshank speaks in
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on between diferent types of fimmating practie
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yir  muchi; af least | don't. Letimg 3
Wi don't think that [the fimmakers Emmaaa aﬁnﬂﬁﬂﬂa Sﬁ ifsing that's happening to ?WN ,
that, of coursa, it atfects tham In Joan Aodch's i k about, How can they over forgat o

to thin . T
e dct-that thoy rer beinig) fiirted, Thera's nothing a__m__maswm 4in Eununamﬁgn_ .naﬁamﬁmumuuﬁ\ ,‘

tween different. .ﬁmm
This comment touches on ona:of. the abiding distinctions @M_mm.ﬂm and the mﬁg_ 2“,
decumentary — the relative ‘obviousness' of the filmmaker: M Mn_ warlor how I Frada
which they are acknowledged by their. mcgmﬂm It was :Qﬁm _m.,__m. of m:_:n%_
Wiseman's films, &ven though: the viewer might wﬁ»ﬂﬁ M nd How. they an
{ i n #BE_ agmn:nwmo
or critigue- stemming fro s¢ Eﬁn-:ﬁa_ﬁmnoﬁ:nanmio:i?

| what really comes across s that:the: subj
N m\ business as i the .camera.is not: Ewmm_.__r This s the: xm..,, signifier:of direct: n_auan

Y G what marks It out:as very different from cinéma véritd,
m§> il As with all these categories, ,_Jccm Ema ane ma_..zmamwzcﬁzu_um and h

_ %a Is what r@mﬁm aancamam_e deve fisld: Even: with: EBH%R 8uch as:
A _ _ .di

mxloﬁ:w these -m:mﬁ:m m_:nm Emw :E_u

\N. . V/\ d.,_m_g les Brothers, Albert and
( /z%% 5 ﬁﬁw o s

:35_ asitisan iem%.._m mﬁan_m 9. Ezmﬁ Eunmm ssma aimaa naocam:aq 3&&
_.___mmﬂ
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THE MOVE TO PERFORMATIVE AND REFLEXIVE

DOCUMENTARY |
P ' agrees 1o which the subjects of ‘a documentary mig ¢ .
There are. then, dlﬁ&fﬁﬂl'd i the &Wﬂfﬁs- me tha very ﬂrﬁl ﬂﬂ_uaﬁﬁes. Yhe- ‘h&
[’ phseivedid;58 oy fims such as Primary, to more recent film: Yot
apparenty purely obsenvaloh! HE L A the playing out of social rmjar
aceground the notion of a self-conscious performance, the playing 50Cial 12jgg,
4 Torggroul ntary project. Likewise, there have been dogrgey’
has always been central 1o the docume ry pr s degro
of sall.consciousness of fecognition by the fimmakers of the role they are pedormiag
in the construction of 8 documentary, The categories of .rerlle;dve and Pel‘fmmﬁﬁr
documentary fimmaking are arguably where the most interesling current work is peing
produced. The reflexive refers to those documentaries where the actual Pprocess of
representation and construction is somehow fpregmgrvded, Tl}e perforrnatws mavtse
\\ seen as a subcategary of the ‘reflexive’. Due lo the fact that documentaries wil atwaps
Y{S be about the reel world, real people and real issues, the notion of performance within .

)Qr\ them is potentially radical and reflexive, as it seems opposed to notions of amhenﬁc;iw} -
\\ and unvarnished reasity, As Stella Bruzzi has pointed out though, It Is important to see;, £
% this in context: there have always been films of this kind, documentarles that foreground .
thosa elements of construction (and reflaxivity) and draw attention to the varying typss. |}
@-} of performance gaing on within them. As she says about the work of Nick Broomifieid, he
3(\‘] s "acting out a documentary' (2000: 155). His very presence suggests that the objective,
detached observer Is 2 myth and his ‘performance’ as ‘documentarist’ implicitly tand

'\[SM ;

sometimes explicitly) draws attention fo the performances of his subjects. For example, Grlzzly Man
. Msinterventions in his two fims about convicted killer Aileen Wuamos (Aileen Wuomos: - welt-mythals
The Seiling of a Serial Killer (1892) end Alleen: Life and Death of & Serial Killer (2003
consistently and selt-consciously draw attention to his role as filmmaker and mediator of . Gris
mearning. This means, ultimately, that his films are'as much about him and the process e
of image-making s they are about Wuomos; this, in fact, works very wel ;p,,,*,;mf= '-" Who too
-3 sensea Il’hal lhe imhl mh{ﬂd m wmcs S{Q{y was L 4 SRl . - %Chsq,;
‘ . VN0 SIry Never tively "
told, and the Broomlied films end up being 3 savage indict 9::'3 :: b:‘:;ﬁnl Vi U;}qaub_
and 2 legal system gona mad (see Ward 2005; 40-g), Broomfielq! ik any of,
foreground the role of the documentarist, and the ways | il s fims ther N A
action with the reality they dre filming impacts on the resuiting fo @ filmmaker's feman
His Daver and the Driver's Wife (1991), a docum entacy Aoy f.ﬂot_&g__e.r__ln T?j:_e;l, Mm"
supremacist leader Eugene Temeblanche, Broomfieidt o T @ South African Il

‘cation and foregrounding of ‘hitches' In the ﬁlnﬁmm uss (deliberate) miscommu
the ludicrousness of Temeblanche, his bellefs, and hig e, 2" "
tance. This s, a technique thet results in a strong ergeg. 22758
beig ighl amiusing) - but woukd oL have beon pecat e, oL o
“performative’. sirategles. In many respects il I Bro,
like & documentarist that $o infuriate Terrs

D CASE STUDY 3: GRIZZLY M
WG 2 00S) " IR HeR
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