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ABSTRACT

This thesis has conducted research into the International Documentary Festival of Amsterdam
(IDFA). In 2014, IDFA had a subcategory named “The Female Gaze,” which focused on the
question as to whether women make different films. This interpretation is limited in its
conception, leaving important aspects of the female gaze (such as individuality and agency)
aside altogether. Moreover, IDFA failed to provide an actual definition of the female gaze;
instead, it merely posed a question. This thesis analyzed if a subaltern public sphere for feminist
discourse could arise within the parameters of IDFA’s “The Female Gaze” subcategory. Nancy
Fraser’s alterations to Habermas’ public sphere conceptions were presented as the main
theoretical framework, and the method involved conducting a close reading of the booklet
created for the subcategory. The main result of this research revealed that the festival placed a
considerable amount of emphasis on the collectiveness to which female representation is often
condemned within patriarchal society. Both in the interviews with directors and the
descriptions of programmed films, IDFA’s editors seemed stuck in a traditional way of thinking
and were manifestly unable to establish a subaltern public sphere for feminist discourse. IDFA,
being a documentary festival, could have had the possibility to represent marginalized
discourse as a larger festival. Programming a subcategory to highlight women in film seems to
be a positive stepping-stone for such discourse; however, IDFA missed the mark for
representing feminist discourse by adhering to a highly limited interpretation of the female
gaze, entirely excluding the components that make the female gaze emancipatory and

representing women as merely a collective of domestic beings.



INTRODUCTION

The International Documentary Festival Amsterdam (IDFA) is the largest documentary
festival in the world, attracting 300,000 visitors each year.! IDFA screens documentaries from
all across the globe, and its programming can be divided into three categories: competitions,
regular programming and the themed programming. The competition category features
subcategories such as feature-length, first appearance, mid-length, and student competitions.
The regular program category features subcategories such as Masters, Luminous, Panorama,
Paradocs, Kids&Docs and Music Documentary.>? The themes for these subcategories change
annually, thus setting a different tone for the festival each year. Examples of subcategory
themes over the years have included Shifting Perspectives: The Arab World (2017), Space
(2018), The Quiet Eye (2016), Benjamin Barber Jihad vs. McWorld (2015), and The Female
Gaze (2014). Additional to the themed program category is the guest of honor and
accompanying Retrospective and Top 10 category, in which a filmmaker assembles a top-10
list of personal favorites. Each year, the entire festival programming comprises approximately
250 films.

In 2016, Cindy Hing-Yuk Wong published an essay on film festivals as public spheres.’
She proposed that researchers investigate film festivals within the context of public sphere
theory, which was first coined by philosopher Jurgen Habermas in 1962 in Strukturwandel der
Offentlichkeit: Untersuchungen zu einer Kategorie der biirgerlichen Gesellschaft.* Habermas
defines the public sphere as "made up of private people gathered together as a public and
articulating the needs of society with the state."S His conception of the public sphere was
initially tailored to bourgeois society, which refers to a social class characterized by ownership
of capital and property.® Habermas's conceptualization of the public sphere has caused several
debates and alternative conceptions, the most fundamental of which relate to issues of gender

and diversity. Feminist scholars have critiqued Habermas’ original conception of the public

'T Amsterdam, “IDFA, International Documentary Festival Amsterdam.” Accessed January 24, 2024.
https://www .iamsterdam.com/en/whats-on/calendar/festivals/events/idfa-international-documentary-film-
festival-amsterdam.

2 IDFA, “Program Sections,” IDFA Program Guide 2014, March 16,2015, 18.
https://issuu.com/idfa/docs/idfa_program_guide_2014.

3 Cindy Hing-Yuk Wong, “Publics and Counterpublics: Rethinking Film Festivals as Public Spheres,” in Film
Festivals: History, Theory, Method, Practice, ed. Marijke de Valck, Brendan Kredell, and Skadi Loist
(London/New York: Routledge, 2016), 85.

4 Jiirgen Habermas, Strukturwandel der Offentlichkeit. Untersuchungen zu einer Kategorie der biirgerlichen
Gesellschaft, trans. Thomas Burger (Cambridge, MA: MIT Press, 1991), 3.

> Habermas, Strukturwandel der Oﬁ‘entlichkeit, 3.

6 Ibid., 14.



sphere for neglecting issues related to gender and diversity; they argue that the concept is based
on a historically male-centric perspective, and the exclusion of marginalized voices needs to
be addressed in a more comprehensive understanding of public discourse.’

The connection between film festivals and public spheres has been recognized by many
scholars; Leanne Dawson and Skadi Loist recognize that historically speaking, film festivals
and public spheres have catered to a specific audience base and created a counter-public
sphere.® For example, LGBTIQ film festivals, in particular, became early subjects of research
on queer cinema and queer film culture as social practices; initial academic studies of these
festivals examined them as queer counter-public spheres and community organizations.’
Nonetheless, Wong’s argument transcends simply tying film festivals and public spheres
together but proposes that researchers should analyze film festivals as public spheres. Within
this proposition, Wong argues in “Publics and Counterpublics” that a clear separation can be
made between major film festivals as a bourgeois public sphere and smaller, niche festivals as

public spheres based on marginalized discourse.'” She argues that

major film festivals can profitably be read through the heritage of previous bourgeois
worlds, especially if we highlight the foundations of economic power and the strategies
of cultural domination that emerge at points of contradiction within these complex,
multilayered events. By contrast, rich theories of alternative/counter-publics and the
thread many of these analyses share about the creative potential and demands on
emergent publics force us to engage even more complex issues of specialized festivals
in their social and cultural contexts and participation in wider festival networks and

practices.!!

Even though Wong’s argument, complete with extensive theoretical foundation, is relatively
straightforward and clear, she remains uncertain and vague about how to operationalize such a
perspective. Regarding the question of how researchers should analyze film festivals as public
spheres, Wong merely provides a theoretical insight rather than a method. She emphasizes,

“[I]t is important not to treat the generative idea of the public sphere as a recipe book for festival

7 Nancy Fraser, “Rethinking the Public Sphere: A Contribution to the Critique of Actually Existing
Democracy,” Social Text, no. 25/26 (1990): 60, https://doi.org/10.2307/466240.

8 Leanne Dawson and Skadi Loist, "Queer/ing film festivals: History, theory, impact," Studies in European
Cinema 15,no0. 1 (2018): 2.

® Michael Warner, Publics and Counterpublics (Princeton, NJ: Princeton University Press, 2021), 83.

1 Wong, “Publics and Counterpublics,” 86.

1 Ibid., 95-96.



analysis but as a theoretical debate in which festival studies can actively engage.”!?
Nevertheless, from my perspective, in order to “engage film festival studies in the theoretical
debate [on public sphere theory],” it is vital to specify how this analysis should be performed.
While Wong’s conception of film festivals as public spheres is not new, it seems no scholars
have attempted to operationalize her conception to research film festivals as public spheres.
This thesis therefore aims to operationalize Wong’s proposal, taking the 2014 edition of IDFA
as a core object of study. IDFA’s 2014 subcategory “The Female Gaze” seems suitable for
testing Wong’s proposal, as its title implies a feministic component rooted within the category.
Nancy Fraser’s alterations on Habermas’ original formulation of the public sphere (which focus
on subaltern discourse) shall operate as a foundation for interpreting the empirical findings.
This thesis shall not consider the entire programming of the subcategory but focus on the
accompanying booklet that IDFA has distributed on the theme. A research question shall be

formulated accordingly at the end of the next chapter.

12 Tbid., 96.



THEORETICAL FRAMEWORK

FILM FESTIVALS AS PUBLIC SPHERES

In 2016, Cindy Hing-Yuk Wong published “Publics and Counterpublics,” an essay on
film festivals as public spheres. In this essay, she compares so-called A-list film festivals like
Cannes, Berlinale, and TIFF (Toronto) with the bourgeois public sphere initially proposed by
Jiirgen Habermas in 1962. Correspondingly, Wong interprets the “alternative film festivals”
that target specialized audiences and concerns as subaltern or counter-public spheres, as
theorized by scholars like Oskar Negt, Alexander Kluge, and — in particular — Nancy Fraser.!?
Wong states that film festivals do not create social issues; rather, she argues that, through
selection, screening, and reception, they galvanize debates about such issues.!* According to
Wong, these debates can be classified into two sections. A-list festivals such as Cannes,
Berlinale, and Venice resemble debates in the classic bourgeois public sphere; these festivals
are semi-governmental, not easily accessible, and dominated by men in terms of production,
distribution, programming, and commentary.'> Another significant aspect of A-list festivals is
their central relationship to Hollywood as the power center of the global film industry; Wong
calls out the similarity between these A-list festivals and the erudite salons of the 18th century.!®

In contrast, Wong states about alternative festivals that

if the major A-list festivals should be seen primarily as embodying the bourgeois public
sphere, then alternative film festivals, whether centred on women’s festivals, ethnic
festivals, or any festivals that promote the voices of subordinated classes or issues

should be examined as subaltern festivals.!”

These alternative film festivals have additional, even dominant goals that entail furthering other
agendas beyond cinematic arts. Many of them claim to better the world through programming
around concrete goals, whether promoting transnational linkages, seeking intergroup
understanding, advancing human rights, demanding equality for people of all sexual
orientations, or promoting environmental agendas. Such specific goals give these festivals

well-defined identities because they have narrower foci in terms of films and interpretation and

13 Wong, “Publics and Counterpublics,” 86.
14 Ibid., 87.

15 Ibid., 86.

16 Thid.

17 Ibid., 90.



serve particular publics. While similar issues may be raised by individual films or by sections
within more prominent festivals, focused festivals tend to distill essential questions about the
social impact of film much more powerfully and structurally.'®

Whether large or small, film festivals have often had a progressive connotation.
Freedom of speech, human rights, and equality are usually represented and advocated at all
major film festivals.?® Nonetheless, as Wong additionally argues, the latter’s central themes of
national identity and international relationships echo a Habermasian public sphere.?! If festivals
were to be regarded as public spheres, and public sphere theory would therefore apply to film
festivals, it could be stated that smaller, niche festivals have risen because of how A-list
festivals have treated marginalized discourse. Philosopher and critical theorist Nancy Fraser
argues in “Rethinking the Public Sphere: A Contribution to the Critique of Actually Existing
Democracy” that subaltern or counter-publics emerged in discursive arenas because these
publics felt excluded from the dominant public sphere.?> The same could apply to the
emergence of smaller, niche film festivals: it is possible that they emerged because specific
discourse was excluded from the A-list festivals.

Having discussed the range of film festivals and their respective public spheres, it
becomes clear that IDFA does not necessarily match one definition of a film festival according
to Wong’s interpretation. The question remains as to whether IDFA should be considered an
A-list festival or whether the description of the subaltern public sphere would be a better fit. I
would argue that, with regards to its magnitude, IDFA could be considered an A-list festival
among documentary festivals. Attracting 300,000 visitors each year, IDFA is the largest
documentary festival in the world.?® For comparison, Berlinale attracts around 485,000 visitors
each year.* The Cannes Film Festival, which is known for being more selective, is home to

210,000 visitors each year.?

18 Cindy Hing-Yuk Wong, Film Festivals: Culture, People, and Power on the Global Screen (New Brunswick,
NIJ: Rutgers University Press, 2011), 160.

20 Wong, “Publics and Counterpublics,” 86.

21 Tbid.

22 Fraser, “Rethinking the Public Sphere,” 66.

23 Het Parool, “Hoe IDFA uitgroeide tot het grootste documentaire festival ter wereld.” Accessed November 14,
2023, https://www parool.nl/podcasts/hoe-idfa-uitgroeide-tot-het-grootste-documentairefestival-ter-
wereld~be6d8fd6/.

24 Statista, “Berlinale: Number of visits.” Accessed 14 November, 2023,

https://www .statista.com/statistics/705110/berlinale-number-of-visits/.

25 Cote d’Azur France, “Cannes Film Festival.” Accessed November 14,2023,
https://cotedazurfrance.fr/en/discover/cities-on-the-cote-dazur/visit-cannes/focus-on-the-cannes-international -
film-festival/.



The differences are distinctive when drawing a comparison between IDFA and other
documentary festivals; for instance, Hot Docs, a Canadian documentary festival located in
Toronto, requires a Toronto-premiere status only, meaning that the film cannot have been
screened publicly in Toronto prior to the festival.?® The same applies to AFI Docs, America’s
premier film festival for documentaries, which requires a US-premiere status.?’ This is a rather
important difference: by requiring a world-premiere status for its applicants, IDFA ensures that
it has the first pick out of all documentaries submitted that year. These admission rules set by
the festival add value in terms of international recognition as a major film festival within its
genre.

With this context in mind, IDFA seems to be an A-list festival in its range. At the same
time, its exclusive focus on the documentary genre ensures that IDFA is very emphatic and
chiefly provides a stage for "the voices of subordinate classes" that Wong links to subaltern
festivals and special "sections and awards" sections of A-list festivals. Documentaries often
voice discourse that has been left below the surface or excluded altogether from mainstream
commercial drama productions. The documentary genre provides insight into people’s lives;
usually, these documentary conventions result in marginalized opinions being voiced rather
than conventional discourse.”® It could therefore be argued that marginalized discourse
articulation, oftentimes connected to subaltern or counter publics, could be expected to feature
prominently at IDFA through the years, due to the simple fact that it identifies itself as a
documentary festival.

Wong herself mentions in Film Festivals: Culture, People, and Power on the Global
Screen that “the discussion on film festivals, nonetheless, must continue to recognize the
variety of film festivals, their texts, their contexts, and their participants.”” The majority of
scholarship on film festivals (including Wong) may appreciate the variety of film festivals.
However, the variety is hard to distinguish; they speak of either A-list festivals or smaller
specialized festivals, and seldom is the broad spectrum in between considered.*® It could be

argued that precisely the festivals located in between A-list and niche have the potential to do

26 Hot Docs, “Submit a Film.” Accessed November 14, 2023, https://hotdocs.ca/industry/conference/submit-a-
film.

7 Film Freeway, “AFIDOCS.” Accessed November 14, 2023, https://filmfreeway.com/AFIDOCS.

28 Belinda Smaill, “Injured Identities: Pain, Politics and Documentary,” Studies in Documentary Film 1, no. 2
(2007): 152, https://doi.org/10.1386/sdf.1.2.151_1.

2 Wong, Film Festivals, 151.

39 Wong, “Publics and Counterpublics,” 86.

10



both.>! How each festival should be classified and what such a spectrum should look like are
rather important questions that Wong does not necessarily elaborate on.

Its fixed or intermediate stance is therefore what makes IDFA an interesting case.
Nonetheless, apart from its positioning, the more basic question arises as to how exactly the
IDFA tends to vocalize marginalized discourse. A possible example of this vocalization is the
IDFA’s 2014 subcategory “The Female Gaze,” in which films by and about women were
programmed and scheduled. This thesis will therefore analyze how a public sphere for feminist
discourse was constructed during the 2014 edition of IDFA. As this study relates public sphere
theory to feminist discourse, the next section of this theoretical framework delves deeper into

public sphere theory.

3 Wong tends to make a clear separation between A-list and niche festivals. Taking the above into account, the
question arises as to how productive Wong's clear distinction between A-list and niche festivals is for research
into film festivals. The world is simply not split into “Berlinale” and “de Roze Filmdagen”; there is a broad
spectrum within which film festivals can choose to identify themselves. What can be said of other festivals that
define themselves through genre; for instance, short film festivals such as GoShorts and Shortcuts? What about
children’s film festivals or festivals that promote films from certain regions in the world, such as the NFF
(Northern Film Festival)?

11



PUBLIC SPHERE THEORY

As mentioned above, Wong has drawn a comparison between A-list festivals and the
bourgeois public sphere and between smaller, niche festivals and subaltern or counter-public
spheres. The theoretical concept of the bourgeois public sphere was first coined by German
philosopher Jurgen Habermas in his Habilitationsschrift from 1962. This thesis shall, however,
use the English translation of Habermas’ work, which was first published in 1991. Habermas
defines the public sphere as “made up of private people gathered together as a public and
articulating the needs of society with the state.”* Habermas mentions 18th-century
coffeehouses and salons as arenas where this public sphere was first recognized, as private
individuals came together and became a public. The similarity with film festivals seems
obvious: a physical place where people can meet and “share experiences.”**

Habermas brings to light certain conditions for such a public sphere to arise. He names

multiple criteria, four of which are most paramount:

1) The public sphere should be open and accessible to all members of society,
regardless of their social or economic status. It should not be controlled or
dominated by a particular elite or group.**

2) Public debate within the public sphere should be characterized by rational and
reasoned discussion. It should be a space where individuals engage in critical
thinking, deliberation, and the exchange of ideas based on evidence and logic.%

3) Participants in the public sphere should act autonomously, free from coercion or
manipulation. Autonomy means that individuals are not unduly influenced or
pressured by external forces, allowing them to express their opinions and make
informed decisions.*

4) The public sphere is a space for civic engagement where individuals come together
to discuss matters of common concern, whether political, social, or cultural. It is a

space for the public to form opinions and engage with the issues that affect society .’

32 Habermas, The Structural Transformation, 27.
33 Wong, “Publics and Counterpublics,” 101.

34 Habermas, The Structural Transformation, 29.
3 Ibid., 31.

36 Ibid., 36.

37 1bid., 43.

12



Among the many scholars who have criticized and expanded Habermas' notion of the public
sphere, one of the most prominent is the American philosopher and feminist Nancy Fraser. Her
article "Rethinking the Public Sphere" is an influential essay that examines the concept of the
public sphere as coined by Habermas and its limitations. Fraser proposes a series of adaptations
to the theory, arguing that Habermas’ conception of the bourgeois public sphere fails to
recognize marginalized groups.’® As this thesis examines precisely one of those marginalized
groups (i.e., women) and the discourse that they articulate within the context of a particular
film festival, Fraser's recontextualization of Habermas’ notion will serve as the study’s main
theoretical framework.

Fraser argues that Habermas' depiction of the public sphere neglects to consider
alternative, non-liberal, non-bourgeois public spheres, leading to an idealization of the liberal
variant. In her work, she thus suggests methods to "rethink" the public sphere within Habermas'
framework. Fraser deems the bourgeois conception of the public sphere not merely an
unattained utopian concept but rather a masculinist ideological construct used to validate a new
form of class hierarchy.” Fraser's engagement with the public sphere prioritizes issues of
justice, representation, and inclusivity, focusing not just on counter or contesting public spheres
but on the subaltern nature of a public sphere.*

To support her argument, Fraser suggests four alterations to Habermas’s conception. I
will only use the first three of Fraser’s alterations for this research, as the fourth alteration
(regarding civic engagement) has little relation to the subject of this thesis.*! Fraser goes on to
refute the aforementioned assumptions with the following arguments.

First, Habermas argues that it is possible for public sphere participants to bracket status
differentials and to deliberate as if they were equals. Fraser argues the contrary, emphasizing
that a recognition of social (in)equality is necessary for political democracy; she writes, “Under
current conditions of massive inequality, the only way to reduce disparities in political voice is

through social movement contestations that challenge some basic features of bourgeois

38 Fraser, “Rethinking the Public Sphere,” 76.

3 Tbid.

40 Ibid., 81.

41 According to Habermas, a functioning democratic public sphere requires a sharp separation between civil
society and the state. Fraser argues that the interpretation of this assumption is twofold, depending on how the
expression of “civil society” is understood. She focuses on one interpretation: a sharp separation of civil society
and the state is necessary for a working public sphere, one that warrants more extended examination. In this
interpretation, civil society means the nexus of nongovernmental or secondary associations that are neither
economic nor administrational.

13



society.”*? In other words, for inequality to be dismantled, this inequality must primarily be
recognized within the public sphere instead of (supposedly) being bracketed.

Second, according to Habermas, a single, comprehensive public sphere is always
preferable to a nexus of multiple publics and public spheres. Fraser’s refutation of this point
aligns with her previous argument that it is not possible to insulate specific discursive arenas
from the effects of societal inequalities; where societal inequality persists, deliberative
processes in the public sphere will tend to operate to the advantage of dominant groups and to
the disadvantage of subordinates.** Consequently, the single, comprehensive public sphere will
always vocalize dominant, oftentimes hegemonic discourse and fail to include marginalized
discourse; therefore, Fraser advocates a discursive arena in which people of subordinated
groups have constituted alternative publics. She calls these spaces subaltern counter-publics to
signal that they are parallel discursive arenas where members of subordinated social groups
invent and circulate counter-discourses, which in turn permit them to formulate oppositional
interpretations of their identities, interests, and needs.*

Third, Habermas argues that discourse in the public sphere should be restricted to
deliberation about the common good instead of private interests and issues. Fraser considers
there to be some ambiguity between what objectively affects everyone, as seen from an
outsider’s perspective, on the one hand, and what is recognized as a matter of common concern
by participants, on the other hand.* Although Fraser recognizes and appreciates that
preferences, interests, and identities are given exogenously in advance of public deliberation
(and are discursively constituted in and through it), she argues that this view conflates the ideas
of deliberation and the common good by assuming that any deliberation must be deliberation
about the common good.* According to Fraser, this perspective limits deliberation to talk
framed from the standpoint of a single, all-encompassing “we,” thereby ruling claims of self-

interest and group interest out of order. She quotes Jane Mansbridge on this aspect:

Ruling self-interest and group interest out of order makes it harder for participants to
sort out what is happening. In particular, the less powerful may not always find ways to

discover that the prevailing sense of “we” does not adequately include them.*’

42 Fraser, “Rethinking the Public Sphere,” 63.

4 Ibid., 66.

“Ibid., 57.

4 Ibid., 71.

4 Ibid., 72.

47 Jane Mansbridge, “Feminism and Democracy,” The American Prospect, no. 1 (Spring 1990): 127.

14



Moreover, Fraser argues that what is part of the common good is decided precisely
through discursive contestations.*® Public and private can, according to Fraser, therefore not be
separated from one another, since doing so further excludes people who do not feel included
within the dominant discourse. She argues that, within the public sphere, deliberation over
seemingly private components of private life must be recognized for marginalized discourse to

be vocalized.* As an example, she cites the 20th-century feminist subaltern counter public:

Until quite recently, feminists were in the minority in thinking that domestic violence
against women was a matter of common concern and, thus, a legitimate topic of public
discourse. The great majority of people considered this issue to be a private matter
between what was assumed to be a relatively small number of heterosexual couples
(and perhaps the social and legal professionals who were supposed to deal with them).
Then, feminists formed a subaltern counter-public from which we disseminated a view
of domestic violence as a widespread systemic feature of male-dominated societies.
Eventually, after sustained discursive contestation, we succeeded in making it a

common concern.’

Finally, throughout all the refutations presented by Fraser in her article, an underlying
principle can be defined: she views the public sphere coined by Habermas to be inadequate for
critiquing the limits of existing democracy in late capitalist societies.”! According to Fraser, the
public sphere was never a utopian ideal; rather, it was a legitimization for high society rule and
oppression of subordinates. Fraser's work encourages re-evaluating the ways in which inclusive
public discourse and democratic participation are conceptualized and promoted. History
demonstrates that members of subordinated social groups (e.g., women, people of color, queer
people) have repeatedly found it advantageous to constitute alternative publics. She thus
introduces the idea of a "subaltern counter public" to highlight the existence of alternative
public spheres created by marginalized communities to address their specific concerns

Fraser’s alterations to Habermas’ original formulation will be used as the framework
for this thesis to provide a theoretical foundation for interpretations of the empirical findings.
Regarding Fraser's alteration of bracketing status, paying attention to the booklet’s
consideration of intersectional axis would add to the value of the subaltern public sphere.

Women are never simply women; race, sexuality, and age (among other factors) also play a

8 Fraser, “Rethinking the Public Sphere,” 71.
4 Ibid.

30 Tbid.

> bid., 77.

15



part in representational issues. Regarding the second alteration about the singularity of
Habermas’ public sphere, it can be expected that IDFA already meets this criterion for the
simple fact that it is a documentary festival. As mentioned above, documentary conventions
often dictate marginalized discourse to be vocalized, thus possibly creating multiple publics
through their subcategories. Fraser’s alteration of the private sphere could also provide insight
into what is deemed “private” in women's lives; is individuality recognized in women’s private
lives, or are women represented as sharing the same [monolithic] experience in the private
sphere?

Having introduced this research and provided a theoretical foundation to commence the
analysis, this thesis seeks to answer the following main research question: How did IDFA
compose a subaltern public sphere for feminist discourse in its 2014 subcategory, “The Female

Gaze?”
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METHOD AND CORPUS

To answer the main research question, a close reading of the 22-page booklet published
by IDFA for its 2014 female gaze sub-category will be conducted. This analysis aims to provide
information about the concept of “the female gaze,” the festival programming, interviews with
its central directors, and other content related to the theme. “Close reading” is a term often
associated with New Criticism.>> A close reading involves two aspects to reading a text: the
first aspect is based solely on the text and involves exposing inconsistencies, contradictions,
and flawed reasoning.>® The second aspect involves some judgment based on external aspects,
with the reader being expected to deploy external knowledge in order to grasp a deeper
understanding of the text.>* It should be noted that this method is not meant to undermine the
text in general; rather, it enables a critical reflection on the text, considering both textual aspects
(which are directly related to and recognizable within the text) and external aspects (where the
reader is expected to deploy previously obtained knowledge).>> To operationalize this method,
I will proceed through the booklet reflecting critically upon inconsistencies and contradictions,
as well as considering external factors, such as possible biases and expressions rooted within
patriarchal society.

The operationalization of this method shall initially focus on elements that are
immanent to the text; for instance, how does IDFA describe its sub-programming, what
questions does IDFA ask its directors, what answers do the directors give, and (perhaps most
fundamentally) how does IDFA define the female gaze? I shall pay attention to the use of
language and the choice of certain headlines or subheadings. Second, I will analyze these
elements based on external aspects. This analysis also involves reflecting theoretically on the
elements immanent to the text. I will expose possible biases and focus on connotations
associated with the immanent elements. The theoretical reflection will provide additional
perspectives on how to operationalize Wong’s initial proposition (we should research film
festivals as public spheres). Practice dictates that indicating both textual and external factors
will probably expose certain ambiguities, which are central to the function of close reading.

These ambiguities shall be connected to public sphere theory, as discussed in the previous

32 Andrew DuBois, "Close Reading: An Introduction," in Close Reading: A Reader, ed. Andrew DuBois and
Frank Lentricchia (Durham, NC: Duke University Press, 2003), 5.

33 Barbara Herrnstein Smith, “What Was ‘Close Reading’?”, The Minnesota Review 2016, no. 87 (2016): 58,
https://doi.org/10.1215/00265667-3630844.

4 Smith, “What Was ‘Close Reading’?”, 58.

35 Cleanth Brooks, “The New Criticism,” The Sewanee Review 87,n0. 4 (1979): 601.
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chapter. Once again, this method does not aim to undermine the text; it is equally valuable to
critical reading to expose similarities and consistencies within the text.

Each year, IDFA's programming is categorized into competitions, non-competitions,
and "theme programs." The competition and non-competition categories remain fairly
consistent, with some programs like Kids & Docs and Doclab occasionally shifting between
the two. The festival's annual tone and focus are primarily shaped by the themed categories,
which vary yearly. In 2014, the themes were Secrets, The Female Gaze, Identity, Virtual
Reality, and Love. "The Female Gaze" theme featured 26 films, and a central guest was selected
to align with the theme. Each theme was accompanied by a booklet containing information
about the selected films, interviews with directors, and related content that provides insight into
the theme. The 2014 booklet on "The Female Gaze" will be the primary focus of my analysis.

First, I will establish how IDFA defines the female gaze. While the term generally has
an inherent, straightforward meaning, this may differ from a definition that takes external
factors into account. As it is also the title of the theme and booklet, all content will likely relate
to the female gaze; it is therefore essential to expose the definition that IDFA uses for its theme
before starting the contextual analyses of the booklet's contents.

Second, I will examine the interviews with directors of the programmed films, as well
as additional interviews and descriptions of the films featured in the booklet. An interview with
Dutch female directors Nelleke Koop and Mea Dols de Jong is featured on pages six and seven;
I will consider both the questions asked by the interviewer and the answers provided by Dols
de Jong and Koop, as this information will provide insights into how IDFA operationalizes its
interpretation of the female gaze.

An article about central guest Heddy Honigmann is featured on pages nine and 10. As
the central guest to this year’s edition, it will be valuable to this analysis to determine what
kind of questions Honigmann is asked and the answers that she provides; the interview's main
topic can also illuminate how the festival seeks to entertain its main guest for this year’s edition.
On pages 11 to 17, multiple smaller pieces are featured, which either describe a film selected
for the theme or discuss the role of women in film in general. As these pieces will provide
information on why IDFA has selected said films, they are valuable assets to this analysis; the
other themes that IDFA associates with the female gaze are similarly crucial to understanding
its interpretation of the female gaze. On pages 16 and 17, IDFA reflects on its share in

(numerical) female representation, providing numbers on how many female directors have
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been programmed for IDFA in 2003-2013. I shall expose whether this analysis goes beyond
simply reporting the female percentage of the programming.

It should be noted that I will not analyze the entire program of films, screenings, and
other events presented in 2014 under the “Female Gaze” heading. I will instead limit my
analysis to The Female Gaze booklet as a key expression and conveyor of IDFA’s
interpretation of the “female gaze” concept and its positioning as a facilitator of a subaltern
public sphere for feminist discourse. Additionally, I will not discuss the entire booklet in detail
but will focus on the aspects relevant to this analysis; these aspects will include the definition
of the female gaze, descriptions of films, and interviews with directors. This analysis also limits
itself to the written parts of the booklet, leaving images or graphics aside. Based on these
considerations, the research question should be modified to the following: How was a subaltern
public sphere for feminist discourse formed in the context of IDFA’s 2014 subprogram “The
Female Gaze,” as far as can be inferred from written texts in the accompanying festival

booklet?
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ANALYSIS

This analysis consists of four parts; the first section shall pay attention to IDFA’s
definition of the female gaze and how it corresponds to the interpretations available in the
academic domain. The second section will analyze the interview with Dols de Jong and Koop,
the third shall analyze the interview with Heddy Honigmann. Lastly, the final section will take
multiple smaller articles, eventually analyzing how the private sphere for women is represented

in these articles.
THE FEMALE GAZE

On the second page of the booklet, IDFA makes a brief statement on how it defines the

female gaze, introducing the topic as follows:

The Gaze... a concept originating from feminist film studies in 1975, when Laura
Mulvey wrote “Visual Pleasure and Narrative Cinema”. She coined the male gaze,
which basically means that men dominate cinema. Men finance, direct, star and direct
the photography. As a result, these films have a male gaze. As a viewer, you watch men
watching women. Men are the heroes; women are the object. Object of desire, of fear
and of confusion. And above all, they should not object to this too often.

No male gaze without the female gaze, of course. Mulvey was convinced in 1975 that
men and women view the world differently. But if this was correct then, does this mean
it’s still correct in 2014? And does it go for documentary as well? Do women make

different films than men do? That is what the female gaze is about.’®

Although there is no single, objective definition of the female gaze, the statement from
IDFA offers one possible, albeit limited, interpretation: a woman’s perspective on the world
and everyday life. This definition is connected to filmmaking practices, raising the question of
whether women create films differently than men. Nonetheless, the text merely suggests this
interpretation without providing a clear or explicit definition, despite the existence of academic
discourse on the subject that could have helped clarify IDFA’s understanding of the term.

In 1974, Laura Mulvey wrote “Visual Pleasure and Narrative Cinema,” in which she

proposed “the male gaze” as an analytical concept.’” Drawing on psychoanalysis, Mulvey

3 IDFA, “The Female Gaze,” in IDFA Special 2014/1: Female Gaze, March 16,2015, 2.
https://issuu.com/idfa/docs/idfa_special_01_nl_Ir.
57 Laura Mulvey, “Visual Pleasure and Narrative Cinema,” Screen 16, no. 3 (1975): 19.
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argued that the male gaze dictates that "the pleasure in looking has been split into active/male
and passive/female."® She posited that, in classical Hollywood films, women are often
portrayed not only as passive but also in a way that caters to heterosexual male pleasure.
Mulvey’s essay sparked academic debate on whether this concept applied solely to Hollywood
films or to all visual arts; it is widely accepted today, both in academia and popular culture,
that the male gaze theory extends across all visual arts.® For example, in paintings and
sculptures in renowned museums, women are frequently depicted as objects of the male gaze,
created by male artists and viewed through a male lens. Notably, the women in these works
often appear unaware of the viewer, focusing instead on how they are perceived by men —a
concept John Berger referred to as the "inward gaze."® This portrayal reinforces a power
imbalance between men and women, where women are depicted as being aware of and shaped
by male perception rather than their own. In academic discourse, the concept of the gaze thus
transcends mere observation,; it is deeply connected to representation and agency, making it a
powerful tool for understanding gender dynamics.

The female gaze emerged as a feminist film critique in response to the male gaze,
aiming to challenge traditional gendered representations.’! In this thesis, I propose two
interpretations of the female gaze. The first (albeit limited) interpretation aligns with how the
female gaze is presented by IDFA: as a woman’s perspective on the world. Nevertheless, this
perspective fails to acknowledge the power dynamics embedded in the concept of the gaze.
Given the persistence of patriarchal structures, a woman’s perspective does not hold the same
influence as a man’s.®? Historically, the male gaze has been normalized, with men often
depicting women, reinforcing the idea of the male perspective as default and the female
perspective as "other."® This mindset has been ingrained over millennia, not out of malice but
due to its long-standing presence, making it an unconscious bias rather than a conscious way
of thinking.

A second, more comprehensive interpretation of the female gaze is rooted in academia.

From this scholarly viewpoint, the female gaze involves representations that empower women

38 Mulvey, “Visual Pleasure,” 19.

39 Kelly Oliver, "The male gaze is more relevant, and more dangerous, than ever," New Review of Film and
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63 Simone de Beauvoir, Le deuxiéme sexe 1: Les faits et les mythes, trans. Jonathan Cape (Paris: Gallimard,
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and acknowledge their agency.* It seeks to portray women as subjects rather than objects,
emphasizing their perspectives, desires, and experiences. This approach challenges stereotypes
and presents diverse, authentic portrayals of women, incorporating the perspectives of women
from various backgrounds, cultures, sexual orientations, and identities.®> Within this academic
framework, women are not seen as a monolithic group but as individuals, each with unique
experiences. This broader interpretation of the female gaze emerged in feminist film studies as
a response to Mulvey’s critique.

In 2021, Lisa French wrote an article on the female gaze and documentary film. She

defined and contextualized the female gaze as follows:

The aesthetic approaches, experiences and films of female directors are as diverse as
their individual life situations and the cultures in which they live. The ‘female gaze’ is
not intended here to denote a singular concept. There are many gazes. The reference to
a female gaze is to how female directors have expressed themselves as humans who
identify as female. Of specific interest is how they represent their experience and

perspectives from that sex and gender.®

French emphasizes that every director is an artist in her own right, and women are capable of

making any kind of documentary. She further notes that

the key marker of the ‘female gaze’ is the communication or expression of female
subjectivity —a gaze where female agency is privileged and which is shaped by a—not
'the'—female ‘look,” voice, and perspective—in effect, the subjective experience or

perspective of someone who lives in a female body.*

Given this comprehensive understanding of the female gaze, IDFA’s statement on page two of
the booklet seems to adopt a rather simplistic view, focusing primarily on the question of
whether women make different films than men. The text shows subtle hints of patriarchal bias
by describing women as "different."®® Additionally, the text primarily discusses the male gaze,
introducing the female gaze only as its direct counterpart and derivative ("no male gaze without
the female gaze"). Moreover, IDFA fails to provide a substantive definition of the female gaze,

instead posing a handful of questions that fail to clarify the concept: "But if this was correct

% Lisa French, The Female Gaze in Documentary Film: An International Perspective (London: Springer
International Publishing, 2021), 55.
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then, does this mean it’s still correct in 2014? And does it go for documentary as well? Do
women make different films than men do?" A more comprehensive exploration of the concept
could have resulted in a more meaningful definition, thereby enriching the booklet and program
for the subcategory.

Nonetheless, asking if women make different films than men do is, in essence, not very
far removed from a more comprehensive description of the female gaze. French quotes French

filmmaker Agnes Varda in “The Female Gaze” on this aspect, stating that

[t]o be a woman is to be born in a woman’s body ... Simone de Beauvoir’s view [that]
we are nurtured into womanhood has to do with thoughts of the mind, [but] the fact
remains we’re born into a female body. How can that not be an essential fact whether
you’re a film director, cleaner, mother, whether you have children or not? We women

inhabit a female body.®
French elaborates that

while the argument that subjectivity relates to the sexed body could be critiqued as
essentialist, it is not the contention here that women have the same experiences in their
lives or their bodies, but rather that gender causes an inflection that might be described
as an awareness of difference or being “othered,” and that women share this and

recognize it as a factor of the experience of patriarchal culture.”

In other words, women may produce similar films because they often share similar experiences
within patriarchal culture, which could lead to comparable creative expressions in their work.
Men, on the other hand, do not experience patriarchal culture in the same way; thus, asking if
women make different films than men acknowledges the different experiences of men and
women within this cultural framework, aligning with a more nuanced understanding of the
female gaze.

In summary, although IDFA’s definition hints at a deeper understanding of the female
gaze, this perspective demands significant academic knowledge that many of its audience
members may lack. Consequently, the term "different" might be more commonly interpreted
as a deviation from the norm, leading to a simpler and less informed reading that risks
reinforcing male gaze theory rather than advancing the concept of the female gaze. By not

explicitly defining the female gaze, IDFA inadvertently perpetuates the "othering" of women

% French, The Female Gaze, 55.
70 Ibid.

23



in a context meant to celebrate them. As Lisa French highlights, there is a crucial distinction
between saying "men and women tell stories differently," which treats both genders as equals,
and asking "do women make different films than men?", which positions women in comparison
to men.”! This distinction could have enriched IDFA’s description. Furthermore, the absence
of a clear definition leaves room for ambiguous interpretations, which tend to align with
normative views that undermine the female gaze and its relevance to feminist film critique.
This omission raises initial concerns about how the concept will be addressed throughout the

booklet.

“IT DOES NOT MATTER WHETHER YOU ARE A MAN OR A WOMAN”’

Pages six and seven of the booklet feature an interview with Dutch female directors
Mea Dols de Jong and Nelleke Koop. In 2014, both women were young directors at the
beginning of their careers, and both had their films (If Mama Ain’t Happy, Nobody’s Happy
and Floating Bodies, respectively) screened at IDFA in 2014 as part of the female gaze theme.”
The interview relates to the role of women in documentary production and is titled, “It does
not matter whether you are a man or a woman.”” This title presents an interesting choice of
words; according to feminist film theory (a component of which is the notion of the female
gaze), gender (and the representation thereof) does indeed matter. The female gaze recognizes
the inequality between men and women; it addresses female agency, representation, and
individuality within patriarchal society, a fundamental part of which is male dominance and
female subordinance. The suggestion that no inequality exists is therefore in direct
contradiction with any interpretation of the female gaze.

In the first few paragraphs of the interview, author Sasja Koetsier states that both
directors leave little space in their works for “typical generalizations about female
documentaries.””* Nonetheless, neither in the interview nor anywhere else in the booklet is it
specified what those generalizations are. The interview resumes with an outline of all the ways
in which both directors work differently. Dols de Jong’s If Mama Ain’t Happy, Nobody’s

Happy is an intimate picture of her relationship with her mother, in which the director also

71 Ibid., 56.
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plays a major part. Koop’s Floating Bodies differs in many ways, as it covers the process of
dealing with people who died from drowning; Koop captures the entire process from police to
experts, presenting a rather different story than an intimate family portrait. This difference in
subject matter, as well as the differences in tone and voice of the directors, illustrates that
women do not necessarily make different films from men; however, this argument could be
considered cherry picking, as these films represent just two examples among many. The
IDFA’s “The Female Gaze” category consists of 26 films, and it would be interesting to see
how many of these share similar subjects. Nevertheless, throughout the interview IDFA tries
to advocate and emphasize the statement that women do not necessarily make different films
from men, noting the variety both films have.

Later in the interview, Dols de Jong mentions that she wonders why women have
repeatedly been asked to direct tampon commercials.” Perhaps this example represents one of
the aforementioned typical generalizations about female work: are women expected to direct
works that are related to femininity? Finally, Dols de Jong is asked whether she feels that
having a male-dominated workforce within film production means that the audience is denied
a female gaze on the world. She answers by stating that asking such a question is a tad risky:
“It implies that women have a collective vision on the world, whereas I feel that women make
very different films overall.”’¢ This comment aligns with French’s statement through its
premise that any woman can make any kind of documentary. Additionally, it is likely that the
phrase “it does not matter if you are a man or a woman” was supposed to reflect on how gender
should not matter when it comes to film direction; as mentioned in the previous chapter, every
director is an artist in their own right, and every woman (and every man) can therefore make
every kind of documentary. From that perspective, gender plays no role when it comes to
creativity, and it does, in fact, not matter if you are a man or a woman.

Nonetheless, another interpretation of the titular phrase is possible. According to
French, there is some kind of shared vision between women in general, due to all women being
subject to patriarchal society. This does not mean that women have similar lives; it merely
means that the core of societal injustice could create similar problems for women, and these
similarities will likely find their way into film production or distribution. As men are not limited
by the patriarchy in the way women are, their films will likely not reflect being limited by the

patriarchy; thus, from that perspective, it does matter if you are a man or a woman.
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Additionally, Nancy Fraser has argued in “Rethinking the Public Sphere” that recognizing
different statuses among groups is important for equality to exist in the subaltern public
sphere.”” Consequently, according to Fraser, it is important to recognize gender in the pursuit
of equality.

Altogether, the number of possible interpretations of this title reflect its ambiguity. This
interview is the first large interview in the booklet, and I would have expected IDFA to be
clearer when choosing its headline. A possible explanation for this title could be that IDFA
wants to cause surprise or confusion from its reader before they start reading the actual
interview. The title could also serve as a ‘teaser’ for the interview, suggesting that the festival
wants its reader to keep the question in mind when reading the text. Furthermore, the interview
itself is ambiguous in the sense that several statements could be interpreted in multiple ways;
for instance, “typical generalizations about female documentaries” leaves the reader
questioning what these generalizations are. The article later makes some suggestions about
what the generalizations refer to as it spends two paragraphs outlining how women can make
different films; this suggests that the “typical generalization” is the fact that women always
make similar films. The booklet never explicitly confirms that it is referring to this stereotype.
Later, when the author asks Dols de Jong if the world is denied a female gaze because women
are underrepresented in the world of documentary, a suggestion of a definition of the female
gaze can be discovered within the text. Dols de Jong corrects the author that asking such a
question is risky, because it implies a collective vision and thus undermines individuality.
Nonetheless, this shared vision could also be in compliance with Lisa French’s statement on
the influence of patriarchal society on women'’s lives and therefore not necessarily undermining
feminist discourse; French’s argument explains how women’s similar life experiences under
patriarchy could, in turn, be reflected in the films they make. Collectivity, in this case, displays
women'’s role in patriarchal society, and yet Dols de Jong’s view on the matter aligns with
Nancy Fraser’s ideas on the value of individuality and personal experience in subaltern
discourse; thus, both perspectives could also be true at the same time.

The article thus leaves significant room for interpretation on the reader’s part, as such
interpretations are thoroughly based on the reader’s prior knowledge on the subject. The
interview would have been less ambiguous if IDFA had provided a definition on the female
gaze. Any recognition of agency and representation within the term would have left less room

for interpretation within Dols de Jong and Koop’s interview. IDFA’s main question for the

77 Fraser, “Rethinking the Public Sphere,” 63.
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female gaze (“Do women make different films than men do?”) seems to apply more to the
concept of a gaze in general and not necessarily to the female gaze; asking whether people do
something differently based on just one aspect of identity (i.e., gender) seems to have little to
do with the female gaze. Perhaps, due to IDFA’s failure to provide a clear definition of the
female gaze, the concept fails to provide a foundation based on which this sub-category can

come into its own.
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TRUST IN EXCHANGE FOR LLOVE WITH HEDDY HONIGMANN

The article on pages eight and nine of the booklet features a short interview with Dutch
director Heddy Honigmann, in which the techniques and methods she uses as a director are
discussed.”® Heddy Honigmann is a director who has been acknowledged and respected
worldwide by men and women alike for decades. In an unsurprising and entirely fitting move,
the IDFA 2014 edition thus invited Honigmann to be its central guest.

The title of the interview ("Trust in Exchange for Love with Heddy Honigmann")
implies a transactional relationship, suggesting some sort of deal. The article later clarifies that
Honigmann gives her documentary subjects considerable love, receiving trust in return—an
essential element for any documentary filmmaker seeking to capture genuine emotion and
intimacy on camera. It should, however, be noted that women are supposedly better at this
transaction than men, and the transactional element can be related to emotion work. Reflecting
on practices in another sector of the media industry, Laura Grindstaff wrote in “Self-Serve
Celebrity. The Production of Ordinariness and the Ordinariness of Production in Reality
Television” that “[t]he specific techniques and strategies that producers draw upon to produce
the sort of ordinariness prized by reality television are quite ordinary in the sense that they rely
on the everyday life skills of emotion management.”” This practice is commonly understood
as emotion work.®® Grindstaff argues that emotion work has traditionally been better
understood by dependent women of the middle classes as one of the offerings that they trade
for male economic support. Emotion work has held high “secondary gains” for women outside
as well as inside the home (consider female-dominated occupations such as nursing, social
work, waitressing, or caregiving). Studies show that, generally speaking, women tend to be
more adaptive and cooperative than men and, when women resist these behaviors, they risk
being labelled “unfeminine.”®! This is not to say men are immune to emotion work; however,
among the middle classes, men are more likely to manage feelings in order to persuade, enforce

rules, or secure compliance, while women manage feelings in the service of “making nice.”s?

7 IDFA, “Vertrouwen in ruil voor liefde met Heddy Honigmann,” in IDFA Special 2014/1: Female Gaze,
March 16, 2015, 9. https://issuu.com/idfa/docs/idfa_special_01_nl_Ir.

7 Laura Grindstaff, “Self-Serve Celebrity. The Production of Ordinariness and the Ordinariness of Production in
Reality Television,” in Production Studies: Cultural Studies of Media Industries, ed. Vicki Mayer, Miranda J.
Banks, and John T Caldwell (New York: Routledge, 2009), 76.

80 Grindstaff, “Self-Serve Celebrity,” 73.

81 Ibid., 76.

82 Ibid.

28



The transactional aspect of emotion work is important. Within the traditional concept
of the heterosexual marriage, for example, men have often been responsible for providing for
their families in the financial sense of the word, whereas women have been responsible for
duties such as creating a home and comfort, raising children, and doing chores. Men provided
for women and, in exchange, women took care of the household, thereby creating an ancient
power dynamic within the relationship between men and women. The title of Honigmann’s
article relates to this aspect in the sense that the characters of her documentaries trust her, and
she provides them with love in exchange.

Documentary ethics dictate that participants within the documentary cannot be paid for
their services, because the integrity of the narrative would be jeopardized.®* Directors thus have
to provide something else for their characters to open up to them and allow them into (a small
aspect of) their lives. Providing love in the sense that they spend time with their subjects, listen
to them, take great interest in their lives, and make them feel comfortable shares common
ground with the transactional aspect of male/female relationships. Even though the
transactional aspect is most explicit, it should be emphasized that the basis of emotion work is
the traditional power structure between men and women in patriarchal culture.

Consequently, even though emotion work is an experience that female directors would
likely share (and is therefore in keeping with IDFA’s suggestion of the female gaze), it remains
a reference to the female stance within the patriarchy. Nonetheless, when reading the article, it
becomes clear that Honigmann can be very assertive and forceful to achieve what she wants
within her documentaries.®* There seems to be little similarity with the kind, loving, warm
tactics that emotion work tends to operate with; I would describe Honigmann (based on this
article) as quite the opposite. If there was little substantive cause for choosing this title, then
why was it chosen? Again, the title, in combination with the article, raises questions. It is rather
unclear to me where to place this interview in perspective to the female gaze, apart from the
fact that Honigmann, being the best-known female documentary director in the Netherlands,
evidently needs to be featured within this subcategory and its corresponding booklet.

It can thus be said that a similarity is recognizable between Heddy Honigmann’s

interview and the aforementioned interview with Dols de Jong and Koop. Both interviews have

83 The (often unspoken) rule is that producers and directors cannot pay their characters because they have to
remain themselves throughout the process, being permitted to say what they want and to whom they want;
otherwise, the “realness” of documentary is lost. If these individuals were to be paid, directors and producers
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a title featuring a statement that could relate to the territory of the male gaze as well as the
female gaze; the interpretation of the title depends on the prior knowledge of the reader.
Additionally, in both articles, the interviewees contradict the statement in the title; in other
words, IDFA leaves room for its female directors to contradict certain conservative ideas. In
the article with Dols de Jong and Koop, both women are asked very directly if women make
different films, which they explicitly contradict. In the article with Honigmann, this
contradiction is slightly more implicit: the title implies one kind of behavior, and Honigmann
provides anecdotes in which she acts in the exact opposite manner, thus contradicting the title.
This way, the female directors are the vocalizers of a form of counter-argument against any

kind of stereotyping within the booklet.
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THE PRIVATE SPHERE

Pages 11 to 17 of the booklet feature several smaller pieces that very briefly promote a
film selected for the female gaze subcategory. All the pieces seem to share a focus on the private
life of women, which could represent a positive steppingstone towards individuality and
agency. One of the articles is a smaller piece titles with “The ideal partner is not stingy.” The
article promotes the film Tristia — A Black Sea Odyssey, a war portrait in which director
Stanislaw Mucha follows (among others) a woman through former Soviet territory. According
to the article, Tristia is a mosaic narrative, meaning that it features multiple people and does
not revolve around any one person or plotline. The film follows multiple characters and
communities living on the coastlines of the Black Sea, where tensions ran high after the Soviet
Union collapsed in 1990.

It is therefore puzzling why IDFA chose to frame this interview as it did and include it
in the female gaze program. The film’s connection to women or feminist discourse seems
tenuous, with the only apparent link offered by a brief monologue from a character named
Madina about her ideal man. Although the title of the interview suggests a focus on love, the
film that it discusses is actually about the aftermath of war. While love and war have historically
been linked by writers and poets alike, this does not seem sufficient justification for including
a war film (directed by a man) in a program meant to explore femininity, unless there is a
deeper connection to feminist discourse that is not immediately apparent from the booklet.

This piece raises several questions: why was this particular headline chosen, what is the
significance of discussing the "ideal mate" in a war film, and why feature this specific
monologue? The film itself might offer answers, but the booklet does not clarify how it aligns
with the theme of the female gaze. It also seems problematic if IDFA believes that appealing
to women requires a reference to marriage or finding the perfect partner, relying on an outdated
stereotype that reduces women's identities to reproduction. The intent behind featuring this film
remains unclear, leaving open the question of how it reflects the female gaze.

Page 10 presents a similar issue with a very small article featured at the bottom of the
page. The title reads “From mother to daughter,” and the article describes a short film (A Girl’s
Day) about a troublesome relationship between a mother and a daughter. The reference to any
interpretation of the female gaze seems rather straightforward here, as the experience of being
a mother or daughter is left solely for people who identify as female to experience; however, it
does pose a potential issue. Similar to the previous article on finding the perfect mate, this

reference to womanhood posits women in relation to the domestic sphere. Presenting women
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in relation to a partner represents women as wives, while presenting women in relation to
daughters represents women as mothers. Although the article includes some references that
promote women'’s individuality, this individuality seems to exist solely within domesticity. A
similar argument can be found in Grindstaff’s article on emotion work: “Women are often
linked, in the media and in everyday lived reality, both to discourses of personal experience
and ‘private’ life, and to discourses of objectification by a putatively male gaze.”®> This
argument suggests that, when women are not objectified by the male gaze, they are linked to
“discourses of personal experiences and private life.” Based on Grindstaff’s argument:
individuality seems to exist only in the private sphere; it is unlikely to exist anywhere else,
because according to Grindstaff, “anywhere else” is subject to the male gaze. Within male gaze
theory, women are seen as a collective and not as individuals.

These ideas are not readily evident from IDFA’s discussion of the female gaze, but, but
IDFA’s view on the matter becomes harder to distinguish as I proceed through the booklet. As
areader, I start looking for aspects to hold on to in trying to determine what each article means
for the female gaze. In the previous articles, which were interviews, IDFA let its directors
contradict the statements made by the editors in the booklet. In contrast, this “From Mother to
Daughter” article is relatively short and does not feature an interview. It thus becomes more
difficult to find a relation to any interpretation of the female gaze, because it is still not clear

what the female gaze means in the context of this booklet.

On page 17, the title of an article on the female gaze by film critic Maricke Nieuwdorp
reads, “Can you tell from a love-scene whether it was filmed by a man or a woman?’%® The

subtitle goes on to state,

“Can you tell from a love scene whether it was directed by a man or a woman?”
Filmmaker Agnes Varda would argue in favor of this stance, as she has in Filming
Desire —a Journey through Women’s Film. But does this apply to documentary as well?
Do women choose different subjects? Do they wield a different style? Do they really

have a different gaze??’

The title raises the question if one can watch a film and then determine whether it had a male

or female director; Agnes Varda argues in favor. Subsequently, this is brought into question by

85 Grindstaff, “Self-Serve Celebrity,” 84.

86 Maricke Nieuwdorp, “De Vrouwelijke Filmblik,” in IDFA Special 2014/1: Female Gaze, March 16,2015, 17.
https://issuu.com/idfa/docs/idfa_special_01_nl_Ir.

87 Nieuwdorp, “De Vrouwelijke Filmblik,” 17.
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the four questions asked by IDFA (“Does this apply to documentary as well? Do women choose
different subjects? Do they wield a different style? Do they really have a different gaze?”).
This way, IDFA postpones answering the main question by dividing it into sub-questions,
which also remain unanswered. In the article, the editor mentions that “in order to determine if
women make different films than men do, we have to determine what is typically female and
typically male.”®® Intimate, personal stories, feelings, and soul-searching narratives are
mentioned as typically female, whereas factual historiography, numbers, and subjects such as
war, politics, and financial crises are listed as typically male. The article celebrates female
directors being able to come close enough to people to tell the most intimate stories, naming
multiple examples of films in which women are oppressed; this oppression is usually caused
by unruly sons or aggressive husbands.

The interesting aspect of this observation is that, through emotion work, women are in
some way able to come close enough to characters to tell stories of women oppressed by
patriarchal society. Telling these stories highlights the agency of women and voices discourse
that is otherwise not loud enough to be heard; therefore, in this article, emotion work is the
very reason that marginalized discourse can be voiced. Emotion work, being a product of a
traditional, hegemonic power structure between men and women, remarkably enough serves in
favor of undermining hegemony by voicing marginalized discourse. The article emphasizes
that women are significantly more likely to make these kinds of films, highlighting women’s
portrayal of other oppressed women through a skillset that said women are more likely to have
developed because of oppression within patriarchal culture. In the article about Honigmann,
emotion work leans towards a more traditional stance towards female work; in this article, it
does the complete opposite.

While the article celebrates female direction, it fails to explicitly answer the questions
posed in its subheading; instead, it merely hints at answers by emphasizing what female
directors can achieve, particularly in terms of emotional depth and nuance. For instance, the
article mentions that “Naziha’s Spring shows what a woman can achieve that a man,
particularly one from a different cultural background, cannot.”® Nonetheless, when addressing
whether women can make "typically male" films, the author’s response is, "Of course not; far
more telling than sex is what kind of director a person is."* These statements suggest possible

answers to the questions, particularly emphasizing the importance of a director's approach over

88 Ibid.
8 Ibid.
%0 Ibid.
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their gender; however, the article stops short of providing clear, definitive answers, leaving
readers without a strong sense of IDFA’s stance on these issues. The lack of explicit discussion
makes it challenging to determine IDFA’s exact position on the matters raised.

The nature of a documentary festival inherently suggests an understanding of
representation and the emancipatory components of media theory, particularly given that
documentaries often portray marginalized communities. Festivals organize talks and
workshops to extend the program beyond simply watching a film; as a result, festival-goers
come together and discuss views on the films programmed, thus leaving room for debate on
larger media issues. It is therefore surprising and disappointing that IDFA consistently fails to
move beyond a limited interpretation of the female gaze. It is concerning to find that critical
elements such as agency and representation of women in the arts (which are key aspects of a
more sophisticated and theoretically informed understanding of the female gaze) are largely
overlooked in the booklet meant to explain this theme.

Moreover, within a subcategory ostensibly focused on feminist concerns, it is odd that
IDFA continues to represent women predominantly in the private sphere—as mothers, wives,
or daughters—thus confining them to traditional roles. While depicting women in these roles
is not inherently problematic, it becomes so when it suggests that these roles define all women
universally. Overemphasizing motherhood, marriage, and domestic life risks reinforcing the
notion that women’s private lives revolve solely around caregiving and family. This
problematic representation is largely reflected in the language used throughout the booklet,
indicating IDFA's struggle to break free from the patriarchal norms embedded in dominant
hegemonic language. The editors appear trapped in a traditional, patriarchal mindset that
contradicts the very theme they aim to promote. Although this may be an unconscious bias and
is hardly something that the editors can be accused of, it is still disappointing that IDFA and
the editors did not conduct more thorough research into the concept of the female gaze.

Despite IDFA’s efforts to distance itself from the traditional, limited view of the female
gaze, echoes of patriarchal perspectives persist. This suggests that even conscious attempts to
challenge traditional female images struggle to break away from deeply ingrained norms. A
more thorough handling of the current film-theoretical debate might have helped bring this
complication to the attention of the booklet’s readers in a more conscious manner.

Additionally, on page 16 of the booklet, IDFA examines the percentage of female
directors selected for the festival over a specific timeframe. While this research is undoubtedly

intended to highlight issues of representation within film festivals and the broader cultural
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sector, it inadvertently underscores a more significant problem than just the
underrepresentation of women. The era when equal representation in a numerical sense was
the primary goal has long passed; equality now demands not just an equal share of women in
the workforce but a focus on the roles in which they are represented. Even though IDFA
highlights this by considering female directors and DOPs instead of simply women, the focus
of the article is on the numbers. In the last paragraph, IDFA analyzes the ratio of men to women
in the roles of editors and writers of the IDFA Special booklets through the years. This seems
like a step in the right direction, for IDFA highlights the different roles men and women operate
in. Yet again, the overall focus is on the numeral representation. One woman for each man does
not guarantee equality. The core issue here is power. Although numerical equality provides a
foundation for equality, the conversation has evolved beyond this basic concept. Marginalized
groups indeed need numbers to amplify their voices—more so than dominant groups —but the
discussion should also reflect a deeper understanding of representation in terms of power
dynamics. Unfortunately, the article hardly address this crucial aspect. Once again, IDFA
attempts to advocate feminism, but its argument is weakened by its own limited perspective on
what “the female gaze” entails. Despite repeated efforts to promote women in the arts in the
booklet, IDFA seems unable to break free from the patriarchal lens through which it views the

world.
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CONCLUSION

Through a close reading of IDFA’s booklet for its 2014 subcategory “The Female
Gaze,” this research has attempted to answer the following main question: How was a subaltern
public sphere for feminist discourse formed in the context of IDFA’s 2014 subprogram “The
Female Gaze,” as far as can be inferred from the written texts in the accompanying festival
booklet? First, this conclusion shall summarize the main findings from the close reading.
Second, it shall return to the theoretical framework based on Fraser to reflect on said findings.
Lastly, this conclusion finishes with discussing the limitations of the study and offer advice for
futher research.

In order to answer the main question, it is important to consider the definition of the
female gaze provided in the booklet. IDFA provides a brief statement on the female gaze on
the second page of the booklet; it traces the concept back to feminist film studies in 1975,
particularly to Laura Mulvey's essay "Visual Pleasure and Narrative Cinema," which
introduced the idea of the male gaze. IDFA then introduces the female gaze as a counterpoint
to the male gaze. Mulvey was convinced in 1975 that men and women viewed the world
differently; IDFA questions if this argument still holds true in 2014, and if it also applies to
documentary filmmaking. It asks whether women make different films than men, suggesting
that the female gaze involves a woman's perspective on the world and everyday life.

Nonetheless, IDFA does not provide an explicit definition or interpretation of the
female gaze; instead, it merely poses a question (“Do women make different films than men
do?”), leaving readers to infer the definition of the female gaze from comparisons to the male
gaze and the posed questions. While contextually, the aforementioned question might imply a
more comprehensive understanding, the phrasing could be seen as "othering" women. IDFA
could have clarified that men and women tell stories differently without implying a comparison
to men, thus avoiding marginalization. Explicitly acknowledging a more comprehensive
interpretation of the female gaze would have better represented its relevance to feminist film
critique.

The articles on Dols de Jong and Koop and on Heddy Honigmann illustrate a similar
issue. Both interviews have a title featuring an ambiguous statement, the interpretation of which
depends on the reader’s prior knowledge. Additionally, in both articles, the interviewees
contradict the statement in the title; in other words, IDFA leaves room for its guests to challenge

certain conservative ideas by providing a stage for these directors to contradict possible
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stereotypes about them, further adding to their agency as female directors. Nevertheless, the
ambiguity of both articles is possibly fueled by the “definition” that IDFA provides for the
female gaze; if the booklet had provided a more substantive definition, it is doubtful whether
the content of the interviews would have been as open to interpretation as it currently stands.

On pages 11 to 17 of the booklet, there are several smaller pieces that very briefly
promote a film selected for the female gaze subcategory. All the pieces seem to share a focus
on the private life of women, with many similarities in their portrayal of women in the private
sphere. It was striking that these descriptions seemed to describe women in relation to
domesticity; women were predominately described as wives, mothers, or daughters, with this
portrayal seemingly resonating throughout the entire booklet.

Nonetheless, page 14 notes that private “intimate” stories are usually told by female
directors, as women are often able to come “closer” to intimacy on camera than men. This
tactic is commonly referred to as emotion work. The article with Heddy Honigmann illustrates
how women are sometimes expected to capture intimate scenes or apply “nicer” techniques
simply because they are women; however, the article on page 14 illustrates that emotion work
(which is a product of hegemonic culture) can also illustrate female agency. Another common
denominator of the shorter articles is that they often feature women oppressed by hegemonic,
patriarchal culture. Emotion work is the very reason that these stories of female oppression can
be told to a greater audience, thus demonstrating its relevance to feminist discourse after all.

On the final pages, IDFA presents quantitative data on the male/female balance among
film directors whose films have been screened at the festival over the years. The article
concludes that the ratio of female to male directors has been 1:3 at IDFA, which has hardly
changed over the years. While this self-reflection as a major film festival suggests an
understanding of IDFA’s influence, the idea behind the presentation of data seems flawed in its
conception. The time has long gone when mere numerical representation was sufficient to
tackle injustices and underrepresentation; it is of greater significance to consider the roles in
which women have been represented over the past years rather than asking if they were
represented at all. The piece This conclusion supports the overall argument of this thesis:
although the general idea of the overall subcategory supports feminism and feminist discourse,
the deployment and result fail to achieve a public sphere for feminist discourse.

Having established the findings of this research, I shall now return to the theoretical
framework. This research has taken Nancy Fraser’s alterations to Habermas’ original

formulation of the public sphere as a framework for reflecting upon the empirical findings from
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the close reading of the booklet. Within Fraser’s first alteration, she argues that status should
not be bracketed but recognized in order to promote equality. The booklet is, of course, highly
outspoken about the fact that its sole focus is on women. By providing information about the
(often female) characters in specific documentaries, the booklet informs the reader on other
aspects that women can represent beyond simply womanhood; for instance, the article on
Tristia highlights the geographical context of its female protagonist, who is depicted as a
blonde, somewhat portly, Georgian woman searching for a husband in a post-war landscape.
Similarly, "The Female Gaze" on pages 16 and 17 mentions mothers and wives of Arabic
backgrounds, while A Girl’s Day features a 19-year-old German woman with a strained
relationship with her mother. Nonetheless, when it comes to female directors, the booklet
provides minimal information beyond their gender, with little emphasis on their backgrounds
apart from their education. Despite this limitation, the booklet does represent women from a
wide geographical spectrum and emphasizes their differences. A recurring theme, however, is
that the female characters in the documentaries are predominantly mothers or wives, or they
are portrayed as seeking a role within traditional domestic life. It can therefore be said that the
booklet does not bracket status but rather recognizes it, along with the inequalities that it entails.
While this status often reflects women's roles within hegemonic culture, in certain cases (such
as the articles on women of Arabic backgrounds), it contributes to a subaltern public sphere.
By acknowledging these aspects of status, the booklet highlights both the diversity and the
shared struggles of women across different contexts.

As for Fraser’s second alteration (accepting a nexus of multiple, contesting publics is
always preferable over one comprehensive public sphere), I would argue that this booklet
predominantly promotes a feminist public sphere due to its significant emphasis on women in
the cinematic workforce. This conclusion, however, comes with two caveats. First, the feminist
core of the public sphere is somewhat undermined because of the hegemonic, normative
phrasing that the booklet deploys to describe women. Women are consistently “othered” and
confronted with stereotypes about them or their work. If IDFA had been more apprehensive of
the undermining effect that this portrayal could have on the feminist aspects of the theme, this
limitation could have easily been prevented. The second caveat is that, by recognizing women
from different social standings, cultures, and marital statuses, this booklet represents a diverse
range of women, thus leaving space for the existence of a diverse range of publics. I would

consider this aspect to be rather important to the subaltern public sphere and would therefore
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conclude that multiple publics of marginalized discourse have been promoted within the
booklet.

Regarding Fraser’s third alteration (namely, that private lives or personal experiences
should be included in the public sphere), there is no denying that women’s private lives are
heavily featured in the booklet. Nonetheless, this conclusion is too simplistic, and the nuances
are twofold. First, even though the private sphere is heavily featured in the booklet, this private
sphere represents domesticity rather than agency or individuality; this seems to be the case for
the majority of the articles about women. When the private sphere suggests the same experience
for all women (namely, domesticity), it condemns women to a collective (in this case, a
domestic collective), thereby failing to contribute to subaltern or feminist discourse.
Nevertheless, in keeping with Fraser’s alteration on status bracketing, the booklet demonstrates
a more nuanced perspective by highlighting many films about women living under oppression
caused by hegemonic culture. It is unlikely that these stories would be told if there were no
(female) directors to tell them. The booklet thus raises awareness about the oppression and
submissiveness that women are collectively experiencing; by heavily representing this
oppression, it emphasizes the assumption that the majority of women are confronting similar
issues. This representation adds to subaltern discourse after all, because it exposes negative
experiences caused by decades, if not centuries, of hegemonic dominance.

I have already discussed the booklet's components in relation to Nancy Fraser's
alterations to the concept of the public sphere; however, there are other aspects crucial to this
research, particularly IDFA’s approach to defining the female gaze. Centering an entire
subcategory around this term is ambitious, yet the booklet distributed by IDFA (which is
intended to enhance the program beyond just film screenings and discussions) falls short of its
potential.

The booklet could have been a powerful tool for providing deeper insights into the
program, especially given the academic significance of the female gaze. It offered IDFA an
opportunity to clarify its interpretation of the term and establish a perspective from which the
program and its directors could be understood. Unfortunately, the result has been mediocre:
the booklet fails to provide a clear definition of the female gaze, instead posing a vague question
(“Do women make different films than men?”) that is never explicitly answered. Although the
booklet hints at an answer through various articles (e.g., “Sex is unimportant when it comes to
film direction”), this response is ambiguous and depends on one’s perspective. From a

simplistic point of view, it can be said that sex is relatively unimportant; however, scholarship
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on these issues suggests that it does matter due to women having a very different experience in
life than men, and these differences usually play out within creative processes. The films
featured in the booklet seem to support this view: the majority of films in the booklet seem to
relate to oppressed women of some sorts who are confronting difficulties in life. In this sense,
IDFA’s booklet editing does not align with the answer that it provides to the main question.

If the booklet had simply provided a definition for the female gaze, it could have aided
IDFA and readers alike by providing a perspective to “think things through.” Due to this lack
of definition, the booklet merely poses more questions and creates confusion surrounding the
meaning of the term, undermining the subcategory’s overall aim of celebrating women in
documentary. Even though the booklet (in extension of IDFA) tries hard to make a case for
feminist discourse, the editors cannot seem to distance themselves from traditional assumptions
about womanhood and female representation. Consequently, this thesis found it very difficult
to imagine a full-blown feminist public sphere to arise from the booklet. As hegemony is
embedded within patriarchal culture, it is rather difficult to weed it out altogether. The major
issue identified by this thesis is the booklet’s lack of clarity on many accounts; it disguises
questions as definitions and makes little effort to answer them explicitly. It is difficult to see
how a reader is supposed to transcend any simple, outdated ideas regarding feminism when a
booklet that is supposed to provide guidance and clarity only evokes more questions and
confusion.

The concluding discussion relates to Wong’s concept of film festivals as public spheres.
This research has used Nancy Fraser’s modifications of the public sphere as part of its
theoretical framework. While Fraser's alterations (such as the recognition of status, the
coexistence of multiple publics, and the emphasis on the private sphere) are evident in IDFA's
booklet, I still would not assert that IDFA has effectively provided a public sphere for feminist
discourse. This does not mean that Wong’s concept is flawed or that film festivals cannot be
analyzed as public spheres. On the whole, the way in which this thesis has operationalized
Wong’s proposal seems fruitful. Fraser’s alterations offered clear and fitting guidelines to
examine corpus material. Additional theoretical exploration was necessary in order to provide
a nuanced perspective.

Additionally, this study was limited to a small case study, focusing on only a a section
of articles from the booklet of “the female gaze.” To determine if the findings of this research
apply to the subcategory as a whole, Wong’s notion should be applied to other aspects of the

festival as well. Moreover, a comprehensive understanding of the representation of
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marginalized discourse at IDFA could be achieved by further investigating the backgrounds of
editors and programmers. Information about who assembled the booklets, wrote the articles,
and programmed the subcategory was not readily available; however, exploring this aspect
through interviews with the editors could reveal why a limited interpretation of the female gaze
was deemed sufficient to introduce the subcategory in the booklet. Additionally, reviewing the
entire programming and all related films would offer a broader understanding of how the

female gaze is interpreted and represented within this context.
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MOVIESTHATMATTER DAG
OP IDFA

Op zondag 23 november presenteert

Movies that Matter in samenwerking met IDFA in
Pathé Tuschinski vier spraakmakende
documentaires, gevolgd door nagesprekken met
internationale gasten.

The Look of Silence

Opvolger van Yoshua Oppenheimers veelgeprezen The Act of
Killing brengt de dappere confrontatie in beeld tussen de
Indonesische Adi en de mannen die zijn broer vermoordden
tijdens de grootschalige communistenjacht in de jaren "60.
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Nima Sarvestani zoomt in op de zoektocht naar gerechtigheid
door de nabestaanden van een meer dan 25 jaar geheim
gehouden zwarte bladzijde uit de Iraanse geschiedenis.
Tuschinski 2, 12.30 - 14.25 uur

Nationale actie
Stop de 'ellola-ramn

We Come as Friends
Hubert Sauper, de maker van Darwin’s Nightmare, trekt opnieuw
naar Afrika om hedendaags kolonialisme in beeld te brengen

Tuschinski 2, 15.00 - 17.10 uur
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o e Uyghers, Prisoners of the Absurd

vearkenting, opvang Wanneer eind 2001 Amerika Afghanistan binnenvalt, leidt dit tot
ucarwr et de opmerkelijke gevangenzetting van 22 uit China afkomstige
slachtsffors. Oeigoeren in Guantanamo Bay. Een film van Patricio Henriquez

$t09 ¢e edola-ramp! Tuschinski 2, 17.45 - 19.45 uur
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www.hivos.nl

Filmfragment uit:
35 Cows and a Kalashnikov
door Oswald von Richthofen
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fhe female gaze

The gaze... centraal begrip uit feministische flmstudies sinds 1975, toen

Laura Mulvey haar invlocdrijke artikel Visual Pleasure and Narrative
Cinema publiceerde. Zij muntee de term ‘male gaze’. Kort gezegd:
mannen domincren de cinema. Mannen financicren, voeren de regie,
spelen de hoofdrol en zijn de hoofdpersonen. En niet te vergeten:
mannen hanteren de camera. Het gevolg is dat deze films cen
male gaze hebben — cen mannclijke blik. Je kijkt met mannen
naar vrouwen. Mannen zijn de held, vrouwen het object. Van
verlangen, van vrees en van verwarring. En ze mocten vooral
nict te veel zeggen.
Geen male gaze zonder female gaze, natuurlijk. Mulvey was
in 1975 overtuigd: mannen kijken anders dan vrouwen. Maar
als het al gelde, gelde het dan nog steeds in 20142 En geldt het
bij documentaires in plaats van speclfilms? Maken vrouwelij-
ke regisscurs andere films dan mannclijke? Daarover gaat The
Female Gaze, waarvoor vijftien van de belangrijkste vrouwelijke
regisscurs ter wereld zijn uitgenodigd
Er zijn in clk geval onderwerpen die mocilijk door cen man
benaderd hadden kunnen worden. T2 Maar maakt het in andere
gevallen wit of je man of vrouw bene? Of zijn de verschillen binnen
de grocpen manncn en vrouwen groter dan het verschil tussen de twee
grocpen? @ Ander punt: zijn culturele verschillen nict bepalender dan
sekseverschillen? 1% Vinden vrouwen juist inspiratic bij vrouwelijke voor-
gangers? @ En zijn er nog mensen dic denken dat cen politick brisant onder-
werp als fracking alleen door mannen wordt aangepake? 11
Maar het programma The Female Gaze gaat nict alleen over dic blik. Het gaat ook over hoe
vrouwen in beeld worden gebrache. En het gaat over wic er bij documentaires aan de touwtjes

trekt. IDFA besloot te onderzocken hoeveel films van vrouwen ze zelf tussen 2003 en 2013

hadden geprogrammeerd. De resultaten zijn schokkend: dar aantal stijge niet en blijft cenderde

Dat zet te denken. Net als het cigen onderzoc!
elf jaar bleck ook cenderde
gaat de goede kant op. 1@

dat uw lijfblad daaraan koppelde: de afgelopen

an onze geinterviewden vrouw — gemiddeld dan, want de trend

Inhoudsopgave

nnen!

8 D cersee prijzen zijn b
En ook nog cens zo mooi verdeeld!

12 /13 Kijken vrouwen anders

dan mannen? En bestaat er zoicts als
6/ 7 e maaks helemaal niet ui of je

man of vrouw bent.’ Nou breckt onze klomp!

cen mannclijke documentaire? Ecn
(vrouwclijke) redacteur werpt cen blik
Maar de jonge (vrouwelijke) filmmakers Mea op het IDFA-aanbod.
Dols de Jong en Nelleke Koop weten waar ze
het over hebben 15 Grocten uit het Midden-Oasten,

van onder andere ilmmaker Nadine Salib.

16/ 17 e kunt van alles beweren over

The Female Gaze, maar dan moet jc ook

@ Ercgast Heddy Honigmann was
ooit een links militant meisje, en is haar
nooit helemaal kwijtgeraake. ‘Dic politicke

blik is er nog steeds.’ En waarom ze ooit cen naar jezelf kijken. IDFA en de Dagkrant

cameraman ontsloeg. deden dat — het resultaat zal u schokken!

11 Jolynn Minnaar (what's in

a name) maakte van cen ontocgankelijk en

19 Elke documentaire is op zock naar kij-
kers, en vice versa, Via de IDFINDER vinde
onsexy verhaal over schalicgas cen indrin- u de perfecte match
gend verhaal over belangenverstrengelingen
en intimidatic. IDFA D " o "
ally Online
Tijdens het festival is de Dagkrant clke dag
online te vinden, uitgebreid met reports en
ander bewegend beeld, bijvoorbeeld van

Incke Smits.

Op de cover

Heddy Honigmann, cregast van het festival
Foto: Felix Kalkman
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Opgezweept door swingende live muziek haasten bezoekers zich naar binnen voor de openingsavond van deze 27° editie, om te kijken en luisteren naar

Around the World in 50 Concerts van eregast Heddy Honigmann en de behartenswaardige woorden van directeur Ally Derks. photo: Nichon Glerum

cerste prijswinnaars (m/v)

Voorafgaand aan de openingsfilm Around the
Waorld in 50 Concerts van Heddy Honigmann
kreeg filmmaker Sjoerd Oostrik woensdag-
avond de Mediafondsprijs Documentaire
2014 van €125.000 uitgercikt uit handen
van Jacob Kohnstamm, voorzitter van het
Mediafonds. Oostrik kreeg de prijs voor de

realiscring van zijn lmplan Hier is het nooit

stil. Documentairemaakster Jessica Gorter
ontving het Cultuurfonds Documentaire
Stipendium voor haar ocuvre ter waarde van
€50.000,

Sjoerd Oostrik won met zijn afstudeerfilm
Destiny een Wild Card voor de meest veelbe-
lovende cindexamendocumentaire van 2011

en maakte daarna Kleine Mo cn de documen-

taire Jeugd van tegenwoordig. Op IDFA gaat

Oostriks nicuwste film in premitre, Kook-

aburra Love. Jessica Gorter regisseerde en
draaide onder meer de documentaires Prrer
(cen intiem stadsportret van St. Petersburg),
No Goods Today en Ferryman Across the Volga.
Haar laatste film 900 Dagen, over het beleg

van Leningrad. is meermaals bekroond.

Komedie vol Viouwen

Drie dagen lang beheerst één viaag De
Klemne Komedie: maken viouwelyjke
docum entairemakers andere films dan
mannelijke? Als onderdeel van het pro-

gramma The Female Gaze presenteert het

theater veel Extended Q&A's —lange na-
gesprekken —na filmvertomngen Met op
donderdag om 11:30 wur een gesprek met

de beroemde viouwelijke documentairere-

@sseur Chris Hegedus, over de door haar
bewonderde klassieker Portrait of Jason
wt 1967, een psychologisch portret van

een 40-jarige zwarte homoseksuele man,

om 18:45 een smakelyjke ondervraging van

Phie Ambo over haer film Good Things

Await, en om 21:30 uur een gesprek
met regisseur Barbara Kopple over haar
Riovang from Crazy. Op viyjdagis er om
13:15 uur een gesprek met regisseur Joan-
na Hamilton en voormalig Washington
Post-journalist Betty Medsger over 1971 —
een Edward Snowden-achtig verhaal avant
la lettre over openbaar gemaakte illegale
surveillancepraktyken, om 19:00 vur
wordt er met Jessica Yu nagepraat over
sconception. Muziekjournalist Con-
stant Mesjers shut de avond swingend af,
samen met Concerto-eigenaar Dick van
Dyk, Kim Longinotto enregisseur Jeanie
Friday over haar film Sornd it Ot

Viouwen in de prijzen

De Amerikaans/Canadees/Britse organisatie voor j
filmjournalisten, de Alliance of Women Film Journalists (AWF]),
reike dit jaar voor de cerste keer op IDFA cen EDA Award uit voor
Best Female-Dirccted Documentary. Vijf films zijn genomincerd,
allemaal internationale premitres dic in het Female Gaze-program-
ma draaien: My Beautiful Broken Brain (Sophie Robinson en Lotje
Sodderland, Engeland), The Queen of Silence (Agnieszka Zwietka,
Duitsland/Polen), Something Better to Come (Hanna Polak, De-

51

/Polen), Tea Time (Maite Alberdi, Chili) en Uncarthed
(Jolynn Minnaar, Zuid-Afrika/Nigeria/VS).

‘De AWF] juicht de uitstckende IDFA-programmering, en in het
bijzonder de speciale aandache dit jaar voor vrouwen dic werkzaam
zijn in de documentaircfilm, van harte toc’, aldus Jennifer Merin,
AWF]J-president en EDA-juryvoorzitter. “We kijken ernaar uit om
in innige samenwerking met IDFA ook in de tockomst vrouwen in
de bloemetjes te zetten!”

m Collectief herinneren
Ons caollectieve geheugen staat online — op
internet 1s alles te vinden wat het herinne-
ren waard 15, en nog veel meer. Wat houdt
dat 1n voor ons eigen, fysieke geheugen?
Kunnen we zelf nog dingen onthouden en/
of vergeten? Daar gaat het over in DocLab
Live: Random Access Memory, eenlive
screening met Antoine Viviani's nseuwe
interactieve film In Limbo, Kutimans Thru
You Too en een digitaal reisverhaal van
Zilla van der Born. Vr2120:00 Brakke Grond
Rode Zaal

m Masterclass

Ineke Smits
Dat fictie en werkelyjkheid in documen-
taires door elkaar lopenis allang geen
wtzondering meer. Filmmaker Ineke Smits
heeft het in haar Masterclass over hybride
filmmaken, technologie en het handschnft
van de regisseur. Do 2010.30 Tuschinski 2

p—
o)
Stand By YO‘IH President van Inei/Smi(s

m Uitgerekt praten

Dit yaar zyn er maar liefst 31 Extended Q&A's
—goed Engels voor lekker lang napraten Zo
voelt Daphne Bunskoek donderdag regisseur
Damon G ameau aan de (enigszins aangetaste)
tand over zyn ervaringen by het maken van
That Sugar Film (1945 Tuschinsks 2). En over
het 1] bespreekt de gereputeerd filmjournalist
Nicolas Rapold de byzondere Nederlandse Urk-
film Episode of the Sea met coregisseur Lonme
van Brumm elen (vr 2120:30 EYE Cinema 3)

m Thuis gazen

U kunt een deel van The Female Gaze
gewoon thuis bekyjken De viyftien intes-
nationale vrouwelyke regisseurs cie het
programma samenstelden, mochten elk
drie films kiezen één van henzelf, één
inspiratiebron en éen van een jong talent
Een deel van die films draast op IDFA een
deel 15 online te zien op IDFA tv — denk aan
veelbesproken titels die al biyna klassieker-
status hebben verworven als Ukraine is not
a Brothel en Jesus Camp

m Hivos praat na

Na The Storm Makers presenteert Hivos
het nagesprek over deze film van regisseur
Gullaume Suon, over de wereld van de
mensenhandel, een jong vrouwelyk slacht-
offer en twee recrusters die geld verdienen
met ronselen Do 20 20:00 Munt g

= VPRO praat voor & na
Melchior Huurdeman (FPRO I'rije Gela-

den) en jazz-journalist Bert Vuiysje leiden
Alan Hicks' Keep on Keepin' On in en uit
op vr 21 20:00 1n Tuschinsk: 4

m Kinderen

Uit IDFA’s zelfonderzoek (pag 16) blijkt dat
het grootste deel van de documentaires over
kinderen wordt gemaakt door viouwelyjke
regisseurs. Een aantal ervanis te zienin
het kader van de internationale Kindersech-
tendag op 20 november, zoals de premieres
Under the Stars cn Felt at Home (21:45 1n
Munt 10)



‘Ik geloof oprecht dat het in de Nederlandse

documentairewereld als regisscur nict uitmaake
of je man of vrouw bent.” Aan het woord is
Mca Dols de Jong, deze zomer afgestudeerd
aan de Filmacademic met de egodocumentaire
If Mama Ain't Happy, Nobody's Happy. ‘Maar
in de andere departementen zoals camera,
montage, geluid of postproductic zie je wel

dat vrouwen..."  hier valt Nelleke Koop haar
bij: “zumar ondervertegenwoordigd zijn." Koop
debutcerde dit jaar op het Nederlands Film
Festival (NFF) met Floating Bodies (Waterlij-
ken), waarvoor ze het idee ontwikkelde in de
IDFA-Mediafonds Workshop. Op het NFF
sleepte ze de Filmprijs van de Stad Utreche
voor het beste debuut in de wacht en de film is
nu te zien op IDFA, net als Dols de Jongs film
die meedingt naar de Student Documentary
Award.

Patholoog
Een vergelijking van hun films laat in clk
geval zien dat er weinig grond is voor generali-

saties over de typische vrouwendocumentaire
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waar Mca Dols de Jong aan de hand van de
familicgeschicdenis de relatic met haar cigen
moeder in beeld brenge, koos Nellcke Koop
cen onderwerp dat op het moment dat ze aan
de research begon nog ver van haar af stond

— de omgang met te water geraakee lichamen.
Alle berocpsmatig betrokkenen komen in
beeld en aan het woord, van de waterpolitic
die cen lijk uit de rivier vist via de rechercheur,
de schouwarts en de forensisch patholoog tot
de obductic-assistenten dic het lichaam toon-
baar maken voor de opgespoorde nabestaan-
den. ‘Tk was ontzettend nicuwsgierig naar het
antwoord op de vraag “Hoe doen zij die2” En
dat vind ik zo prachtig aan het vak van docu-
mentairemaker: je krijge in één leven heel veel
levens te leven. Je verblijft heel intensicf in cen
bepaalde wereld, je spreckt met de mensen en
probeert eracheer tc komen hoe zij omgaan
met bepaalde situatics. En voor cen volgende

film duik je weer cen andere wereld in.'

Flim-in-een-film
Mea Dols de Jong begaf zich op bekend

terrein: haar eigen familiegeschiedenis die al
gencraties lang wordt gekenmerkt door sterke,
onafhankelijke, allcenstaande vrouwen. ‘Tk
was bezig met het onderwerp feminisme en ik
kwam er al snel achter dat het heel moeilijk is
daar icts generaliserends over te vertellen, en
dat dat ook cigenlijk de verkeerde richting is.
Ik wilde het dus klcin houden, en na heel lang
researchen kwam ik tot de conclusic: mis-
schien moct ik nict proberen het bij iemand
anders te leggen, maar vertellen wat ik zelf met
dit onderwerp heb. En kijken of ik van daaruit
icts kan vertellen waarin mensen zich kunnen
herkennen. Het mondde uit in cen portret van
cen moeder-docheerrelatie, waarin het maken
van de film cen cruciale rol speelt. “Het is ci-
genlijk cen film-in-cen-film. Er is de film over
de familiegeschiedenis — de film dic mijn moe-
der wilde maken — maar intussen wist ik dat
de discussies dic wij zouden krijgen over het
filmmaken de rode draad zou vormen waaruit
onze relatic duidelijk wordt. Dat is de cigen-
lijke ilm.' Voor Dols de Jong is het bij een zo
persoonlijk verhaal haast onmogelijk om het
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nict te hebben over het documentaire maken

el "Omdat je tegelijk Almmaker én perso-
nage bent en dic dingen nict los van dkaar e
trekken zijn, vind ik dat jc 0ok jc kwetsbaarhe-

den als flmmaker moct laten zien.'

Toneelstukje

Zo'n uitgesproken rol heeft Nellcke Koop
zichzell in Floaring Bodies nict tochedeeld

zij is juist cen stille, onzichtbare tocschou-
wer. Ze interviewde haar hoofdpersoncen off
camera en laat hun ontboezemingen in voi
ce-over klinken terwijl de camera hun werk
registreert, “We hebben uit de hand gefilmd
zodar je als kijker ber gevoel hebt dar je erbij
aanwezig bent, en dat je dicht bij de mensen
kome." Dt gevoel van nabijhcid wordt ver-
sterkt doordat hun verhalen klinken als cen
interne monoloog. ‘Daar heb ik ook wel flink
in getnvesteerd’, vertelt Koop. ‘Ik had alle
mensen geinterviewd en terwijl hun antwoor-
den cigenlijk precies waren waarop ik had
gehoopt, kwamen we e in de montage acher
dat de toon nict paste bij de film en bij de

Mea Dols de Jong (If Mama Ain’t Happy. Nobody’s Happy) en Nelleke Koop m
(Floating Bodies) over hun films en vrouwzijn in de documentairewereld

Wi @)
Of VIO

SHAS

/

96

4T Bl
= el
Uw bent’

Ze staan aan het begin van een veelbelovende

filmcarriére en, o ja, ze zijn vrouw. Maar kijk naar hun
Jilms en constateer dat de verschillen groter zijn dan de
overeenkomsten. Wat een goed gesprek over de schoonheid
van het vak niet in de weg staat: ‘Je kriyjgt in één leven heel
veel levens te leven.’ door Sasja Koetsier

manicr van draaicn dic we hadden gekozen,

Soms kan iemand precies zeggen wat je wilt,
maar dan komt het toch nict geloofwaardig
over. Lk heb toen bijna iedercen nog cen keer
geinterviewd en geprobeerd net cen andere
toon te pakken te krijgen.’ "Wat was er dan
mis met die toon?' wil Dols de Joag weten
‘Vereellerig, te veel viaag-en-antwoord,
terwijl ik cigenlijk wilde dat het meer cen
gedachtegang werd. Je wilt voclen dat het uit
henzelf komt.” Door op cen andere manicr
het gesprek in te gaan, beginnend vanuit
persoonlijke vragen die niets mer her werk
te maken hadden, lukie her Koop de tweede

keer wel het juiste gevoel te vangen

Vragen

Dols de Joag kan erover meepraten: "Hele
maal als je mensen voor een camera zet moet
je uitkijken dar het niet een toneckrukje
wordt. Aan mijn moeder zie je bijvoorbeeld
dar z¢ heel goed weet hoe 2¢ zich wil presente-
ren, maar om daar doorheen te prikken is dan
lastig. 1k heb haar uitcindelijk veertien uur

geinterviewd; de cente twee interviews dic we
hebben gedaan zijn er Gberhaupt nict cens in
geckomen, Als mensen heel goed in hun cigen
verhaal zitten horen ze ook nict meer wat jo
vraage. Tijdens het monteren keek ik naar cen
episode waarin ik zeven keer dezelfde vraag
stelde en nog steeds geen antwoord had ge-
had!" Koop: "Her is zo belangrijk om het dan
nog cen keer te vragen, en nog cen keer, 1ot jo
tevreden bent.” Dols de Jong: “Ja, dat klopt!
Want als ik denk: laten we maar doorgaan, ik
knip het wel aan elkaar, dan komt dat meestal

niet goed. Je moet door blijven vragen.

Tricky

Terug naar het begin: Hoce koat bet dat
viouwen terugdeinzen voor de meer technische
kanten van het ilmmaken? De Jong: ‘Dar

is net zoiets als: waarom studeren zo weinig
meisjes natuurkunde? Daar is ook geen logi-
sche reden voor.” Dat viouwen internationaal
gezien nog steeds oadervertegenwoordigd zijn
in de documentairewereld vinden 2 jammer,
al is het alleen al met het oog op keuzevrijheid:

Viouwen zouden zich nict gehinderd mocten
vockn om dit vak te kiczen', vindt Koop, Of
ons daardoor ook cen specificke kijk op de we-
rcld wordt onthouden is voor Mea de Jong cen
tricky vraag: "Want dat impliceert dat vrouwen
een specificke visie delen, en ik geloof juist dat
vrouwen heel verschillende films kunnen en
mocten kunnen maken, In de wereld van de
commercials worden de weinige vrouwen dic
daar werkzaam zijn vooral op dromerige pastel-
klcurige tamponreclames gezet. Ik ben na mijn
afstuderen door een paar reclamebureaus bena
derd, maar ik vraag me wel af of ik als vrouw

dan ook een BMW-reclame mag maken?’

M Floating Bodies - Nelleke Koop.

Do 20 1m:00 Tuschinski 3; 2a 22 2x15 Ketelhuls
Zaaly; 2a 29 21:00 Munt 13

I if Mama Ain't Happy. Nobody's Happy -
Mea Dols de Jong, Za 22 10:30 Brakke Grond
Expozaal; 20 23 17.00 EYE Cinema 1; ma 24 9 .00
Ketelhuls Zaal v; di 25 ¥6.30 Munt 10,
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Vertfrouwen N rull voor liefde’

» Heddy Honigmann is de centrale gast van IDFA 2014. Hoe lukt het haar
zulke prachtige intieme gesprekken voor de camera te voeren?

1k probeer cen situatic te creéren waarin men
sen zich op hun gemak voclen. Een domme
journalist zou dar manipulatie noemen, maar

het zijn fantastische regicoplossingen voor

mensen die moeite hebben met praten. In
Dame la mano zic jo Cubaanse viucheedingen
clke zondag in cen bar in New Jersey dansen

op echte Afro-Cubsanse rumba. Alsof zc te

rug zijn in Cuba. Ik wilde per se cen bepaalde
vrouw spreken, maar de eerste keer dat ik haar

zag, was ze aan het bellen en op een trampo

et springen. Mocilijk om met jou
cen gosprek achter cen tafel te docen, dacht ik

meteen. Dus ik vrocg of ze het ijn zou vinden

stretchoefeningen te doen tijdens het

view. We hadden een fane

stasch gespr

Poppetje
Toen ik The Flat Jungle van Johan van der

Kcuken zag, uit mijn toptica op IDFA, was

QYAFNIY

ik echt ontrocrd. In cen scene praat Johan
erwijl hy zelf aan het draaien is, met cen
vakbondsleider. Dat is slim, dache ik, hij kan
kijken en luisteren tegelijk. Dac vraag ik ook
van mijn cameramensen. Soms Auister ik
“Ik wil dat je nu naar links gaat met de ca-
mera, want daar zit cen vrouw 26 te luisteren
naar haar man.” Ik heb ooit cen cameraman
ontslagen omdat hij cen kleine Japanner in
cklens had gefilmd

Dan maak je een poppetje van zo iemand

het park met cen grooth

‘Als jong meisjc moest ik knokken tegen mijn
ouders. Als zij A zeiden, wilde ik B. Op de
universiteit was itk cen links militant meispe
Lid van cen verboden groep. Bracht kranten

rond in krottenwijken. Ds

politicke blik is
er nog steeds. Ik weet nog dat mensen na

de premiere van Het ondergronds orkest in

“Konden de metroautoriteiten

maar zien welke rijkdom dic mensen uit het

gen.” Dat was

de Blm.

buitenland naar deze stad br

precies cen van de idecén ach:

Nare mensen

“Je krijgt verrrouwen in ruil voor grote
nicuwsgicrighid cn licfde. Tk hou van de
mensen dic ik Alm. Producent Picter van
Huystee zei me ooit dat itk moest leren nare
mensen te filmen. “Waarom zou ik”, zei

ik. “Dat doen al genoeg ilmmakers. Ik wil
lieve mensen filmen.” Die gevoeligheid vind
je in de meeste hilms in mijn topticn. Zeker

in The Gleaners and I, waarmee ik me het

meest verbonden vocl. Het grote respect en
de interesse voor de mensen zijn ongelofeligk

t

voclbaar. En Agnés Varda maake zic
20 mooi kwetsbaar. “1k word oud”, zegt ze.

“Tk zic het aan mijn har die vertellen

me dat ik nict 20 lang meer heb.” Varda is

net als de mensen dic ze Almt con glamense,

cen verzamelaar. Van oude stoclen, beelden,
herinneringen. Ze is ontwapenend. Het zou

mijn moeder kunnen zijn. De moeder die

me heeft geleerd films te maken. Varda weet
ke. Ze kan reageren op verrassin-
gen omdat ze weet waar ze heen will Tk heb
soms ook geen idee wat ik iemand ga vragen
Die radcloosheid van het nict weten en dan
de opluchting: “Laat maar los, Heddy. Het

komt, of het kome niet.”” (RR)

W Around the World In 50 Concerts - Heddy
Honigmann, Vr2115:15 Tuschinski 1, wo 26 19:30
Ikweg Rabozaal; za 29
16:00 Ketelhuls Zaal 1; 20 30 %6215 Munt 11,

Tuschinskl1; vr 28 23:00

Zie de programmakrant of idfa.nl voor de

de Female Gaze-keuze en het retrospectief van

Heddy Honigmann

Duitse Ya

cen teleh
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naar dochter
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Tijdens cen lange op-de-rug-ge

Imde opname van de

1in, lopend naar cen uitgaansgelegenheid, is
ongesprek met haar moeder te horen. Dat geeft
hun problematische relatie kernachrig weer: Yasmins

moeder is ex-drugsverslaafde en voelt zichzelf nog een

onvolwassen zocker. Ook de 19-jarige Yasmin is op zock,

naar licfde en begrip en cen gelukkige rockomst

A Girf’s Day - Rosa Hannah Ziegler,

Vr 21 15 Munt 9; ma 24 18:30 Munt 13; wo 26 18:30 Tuschinski 3
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‘ Hamartia - om en nabij Louis van Casteren

Naziha's Lente
Het nieuwe Rijksmuseum - de film

De nood aan dansen

Finding Fela

Ulrich Seidl - a pirector at work
ntr.nl/hetuurvandewolf
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|k moet problemen aankaarten’

foto: Corinne de Korver

speciiin

P Draait er nog wat leuks?

Fen idedle

>

foto: Nichon Glerum

2wart, stinkend of zelfs
ontviammend kraanwater,
huid- en longklachten; het zijn
slechts enkele neveneffecten
van fracking, ofwel het boren
naar schaliegas. Al zeggen de
oliemaatschappijen daar geen
wetenschappelijk bewezen
verband voor te hebben
gevonden. De Zuid-Afrikaanse
Jolynn Minnaar reisde naar
Amerika om de zaak in de
praktik met eigen ogen te
bekijken. Want ook in ‘haar’
regio, de Karoo, staat fracking
op het programma.

Toen de filmmaker in 2011 vernam van lokale frac
kingplannen, was z¢ in eerste instantie enthousiase. Ze
kon 20 snel geen negatieve onderzocken rondom deze
gaswinning vinden en de oliemaarschappij beloofde
vooral broodnodige werkgelegenheid, Ook van de
negaticve verhalen die ze online vond was ze nict
direct overtuigd. Tot de uit Pennsylvania afkomstige
Jeremiah Gee haar benaderde. Hij woonde naast cen

boorinstallatic en had een pakket aan bewijzen verza

meld over de negatieve effecten van fracking Minnaar:
“Zijn gedetailleerde materiaal vormde voor mij cen
keerpunt.’ Ze reisde met haar camera af naar Amerika
cn sprak met bewoners dic direct last ondervonden
van fracking. Maar ook met wetenschappers binnen en
buiten de industrie. Daaruit destilleerde ze een voor
de kijker bij vlagen schokkende inkijk in de dagelijkse
praktijk van deze business, Hoe is het mogelijk dat

deze explosicve informaric slechts mondjesmaat naar

boven komt borrelen? Minnaar: “Van Amerikaanse on-
derzocksjournalistick hoeven we weinig te verwachten.
De meeste media zijn in corporaze handen, het verhaal
is toegankelijk noch sexy en men is, vanwege allerlei
belangenverstrengelingen, nier geneigd erin re investe-
ren. Tn Zuid-Afrika zijn de mediaproblemen van cen
andere orde. Juist het gewone publick wordt, 2o stelt
ze, totaal vergeten in de informatievoorziening: ‘Kran
ten belanden in onze afgelegen gebieden nu eenmaal
niet op de deurmar. Of het begrijpend lezen vorme

hes probleem. Ik hoop dar mijn film een oplossing
biedt.” Ondanks haar bevindingen gaar het Minnaar
vooral om discussic. “Tk ben heus niet Blind voor het
feit dat we cen ontwikkelingsland zijn en wel degelijk
vooruitgang, werkgelegenheid en fossicle brandstoffen
nodig hebben. Maar het is mijn verantwoordeligkheid
als ilmmaker om de problemen aan te kaarten. Juist
omdat mijn regering slechts maanden verwijderd is van
frackingbeslissingen. Informatic en onderzock zijn nd
cruciaal. (MN

I Unearthed - Jotynn Minnaar. Do 20 2145 Tuschinski 4; dl
25 15:30 Tuschinskl 4; wo 26 16:30 Munt 11; do 27 12:00 Brakke
Grond Expozaal; 2a 29 w15 Munt g

De bezoeker - woensdag. 14.03 uur, Tuschinski 4

Keep on Keepin® On

Benita (21) uit Gent en Myrthe (22) uit Utrecht, studenten
Filmacademie Amsterdam

Zaal 4 van Tuschinski zit goed vol, en niet alleen met
fans van de hoogbejaarde jazzlegende Clark Terry die
in deze muzickdocumentaire words geportsetteerd: er
zitten ook maar lichst 84 studenten van de Filmacade-
mic in de zaal. Ze hebben cen passe-partout ontvangen
cn mocten deze week cen lipst aan films zien. “Ja, cche
heel erg, cen hele week gratis naar IDFA), grijnst Beni
ta. Beide dames waren onder de indruk van de biopic:
‘Tk werd eche emotioneel meegenomen in het verhaal',
zegr Benita, en Myrthe steme in: ‘De film sleepee me
mee alsol het cen speelfilm was,' De mooiste scéne

vond Myrthe de competitic waaraan de beoogde opvol-

De blonde en mollige Madina, dic voor zc van

wal steekt zorgvuldig haar decolleté fatsoencert,
weet haarfijn aan welke eisen haar aanstaande
man zou moeten voldoen: ‘Mijn man moet
volmaake zijn’, zegr ze besliss. Vooral aardig, Hij
hoclt nict al te mooi e zijn, alleen nict © veel als
cen aap, ha ha..! Sympathick, blauwe ogen, groot,
goed en respectvol voor zijn vrouw. Wat ze onder
goed verstaar? ‘Hij mag niet gierig zijn, ik heb
een hekel aan gierige mannen.” Alle nationalitei-
ten zijn welkom, behalve de Georgische. Tk kan
in seder geval geen Georgische man trouwen,
want we waren in oorlog met clkaar, Alles tussen
ons is nu kapot, dus dat zou cen schande zipn.'

We bevinden ons in Abchazit, aan de boorden

van de Zwarte Zee, waar de gemoederen sinds
het uiteeavallen van de Sovjer-Unic soms hoog
oplasien en niet alle volkeren even vreedzaam
samenleven. De Duits-Poolse Ailmmaker Sta-
nislaw Mucha, die cerder op zock ging naar her
middelpunt van Europa. treft op zijn reis rond
de Zwarte Zec alledei klcurrigke mensen, dicren,
iconen, ansichtkaarten en gevonden voorwerpen.
Hij rangschike het materiaal zo geraffineerd dat
er een raghijn mozalek ontstaar, dar afwisselend

grappig en ontrocrend is. (PvdG
Tristia ~ A Black Sea Odyssea - Stanislaw Mucha, Do

20 14:45 Tuschinski 4; vr 2110:30 Brakke Grond Expo
zaal; do 27 13:45 Munt 13; vr 28 23:00 Tuschinski 6.
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ger en pupil van Terry, de jonge blinde pianist Justin,
deelncemt: “Je zict hem in de coulissen wachten, de
spanning loopt op. En dan volgt de tedeurstelling.
Alleen in dat realisme onderscheide deze documentaire
zich van een speelfilm.’ De studentes kijken ervan op
dat dit de eerste film is van de maker, die bovendicn
autodidact is, Benita: “Dat is vast de krache, dat hij
nice volgens cen bockje werke. Je kunt zien dat hij s
beinvlocd door de stijl van speclfilms.” Des te beter,
vindt het tweetal, dat zouden meer documentairema

kers mocten doen. (OvD)

Keep on Keepin' On—Alan Hicks, Do 20 10:00 Munt m; vr 2
20:00 Tuschinski 4; wo 26 2015 Melkweg Rabozaal; do 27
145 Tuschinski 1; 2a 29 19:30 Podium Mozaiek

ecnigenoaot is niet gierig




De Marokkaanse Naziha is cen in Nederland op-
gegrocide mocder van maar lichst tien kinderen. Z
komt in het portret Nazibu's Spring uvitgebreid aan
het woord over de onwaarschijnlijk mocilijke peri-
ode die vlak achter haar ligt. Een tijd waarin cen
deel van haar zonen het verkeerde pad opging, zij
totaal de controlke over hen verloor en her gezin was
overgeleverd aan politic en kinderbescherming. Op
cigen kracht — haar man was tegen dic tipd al lang
vertrokken naar Marokko — wist ze, samen met
haar gezin, weer op te krabbelen. Nee, het zijn geen
jaren waar ze trots op is. Sterker nog: gevoelens van

schaamre overheersen

Pannenkoekjes

Ook bij haar inmiddes volwassen zoons, dic het ver-
schrikkelyk vinden dat hun moeder — zonder hoofd-
dock en met make.up nota bene ~ alle ellende aan
Gulsah Dogan en haar camera openbaare. Op straat
gooit, 20 voclen ze dat in feite. Dit zijn geen zaken
dic cen Marokkaanse openbaar moet willen maken,
1zcrsterke Naziba denkt daar anders over. Er zijn nu
cenmaal dingen fout gegaan, het is con mocilijke tipd
geweest, maar ze werke er voor de volle honderd pro
cent aan. Dit moet cen les zijn voor anderen, zo stelt
ze in de film. In haar huis, liefdevol de haren van
haar dochser kammend of aandachtig pannenkock-
jes bereidend, sprecke ze steeds ongereand. Zou ze

z0'n gesprek met cen man gevoerd kunnen hebben?

Over de feitelijke gebeurtenissen wellicht. Maar over
haar dicpste gevoclons van schaamite, dat is minder
voor de hand liggend — hoc krachtig zc ook is. De
vertrouwensband tussen Naziha en Dogan lijkt in de
intieme huiskamersfeer steeds te grocsen.

Dogan pakt haar niet met fluwelen handschoentjes
aan: ze lege Naziha het vuur na 2an de schenen over
haar cigen veranewoordelijkheid. Dar resultecre nict
in dichtklappen of defensicve antwoorden, maar
maakt haar nog openhartiger en emotioncher. Het
treffendst is misschien wel het shot waarin Naziha
—~ die altijd zorgt, druk is, schoonmaakt, zaken
regels voor iedercen — cen hazenslaapje doet op de
bank in de woonkamer. Een heel persoonlijk en
inticm moment dat ze veijwel zcker nimmer door

cen man had laten filmen

Onderscheld

Naziba's Spring laat zien wat een vrouw wel en een
man nict voor elkaar kan krijgen, in deze situatic,
met deze vrouw en dexe culturele achrergrond
Maar Klmen vrouwen in het algemeen andens? Dan
moct je censt vaststellen wat we crvaren als typisch
mannelijk of typisch vrouwelijk. Bijvoorbeeld: feite
lijke geschiedschrijving versus intieme, persoonlijk
vertelde verhalen. Cijfers tegenover gevoelens. On.
derwerpen als oorlog, politick en financiéle crisis,
uitgelegd via ealking beads, heldere animatics en di-

agrammen, tegenover de dicpste ziclenrocesclen van

cen kind van gescheiden ouders. Grasduinend door
bet IDFA-programma dit jaar, binnen de selectic
I'he Female Gaze, maar ook in andere programma-
onderdelen, kunnen we onderscheid maken tussen
het mannelijke en vrouwelijke. Volledig op basis
van onderbuikgevoelens
Is Ma.

waarin cen klcinschalige, inticme setting resultcert

No Lullaby is net ha'’s Spring cen film

in openhartige verhalen. Helen Simon filme de
opgeruimd ogende, sterke Tina aan haar keuken-
tafel. Ecn vrouw met, zo blijkt, cen afschuwelijk
verleden vol seksueel misbruik, die worstelr mee

een enorm verdriet, schaamte en schuldgevoelens
Niet de makkelijkste zaken om over te praten, maar
e voclt zich beschermd genocg in dexe hilm en bij
deze maakster tijdens wat je cen emotioncel gesprek
van vrouw tot vrouw zou kunnen nocmen. Al is de
stem van de interviewster in de montagekamer weg-

gesneden — ze is zelf dus geen personage. Ook Asa

Ekman is dat aiet in My Life My Lesson. Zij en haar
twee cameraviouwen zijn als fly on ohe wall aanwe-
zig in het dagelijks leven van cen achttienjarige tie-
ner dic, samen met haar moeder, rusjes en broertje,
moet vluchten voor cen gewelddadige sticfvader.
Ekman is er op alled2agse momenten, maar ook als
er panick uithrecke. Her is een optelsom van scénes
dic helder uitdragen onder welke spanning dic
gezin leeft. Waarschijnlijk cen kwestic van heel veel

aanwezig zijn met de camera; ‘rondhangen’ in het




Kun je aan een fictieve liefdesscéne zien of hij door een vrouw

gemaakt is? Filmmaker Agnés Varda betoogt van wel, in Filming
Desire - A Journey Through Women's Film. Maar geldt dat ook voor de
documentaire? Kiezemvrouwen andere onderwerpen? Hanteren ze een
andere stijl2<Hebben ze een wezenlijk andereblik? Maricke Nieuwdorp

gezin. Had cen man, juist in dit door cen man

geterrariscerde gezin hun vertrouwen kunncn

winncn, met ¢ m als resultaae? Misschien

Maar erg waarschipnlijk is dat nict.

Actiebeelden
Onder typische ‘mannenfilms’ vallen welliche

ires zoals Cha

documer

spannende
undercoveractic van con onderzocks journa-
list), The Green Prince (psychologische real-life

thriller rondom en met de zoon van cen Ha

mas-kopstuk bij de Israblische geheime diense,

met drone-opanames en archiefbeelden) en

Raiders (over criminele groepen gelicerd aan het
Kremlin, met acticheelden, animaties en albing
beads). En inderdaad. zc zijn stuk voor stuk ge-
maakt door cen man. Zou cen viouw deze films
nict kunnen maken? Natuurligk wel. Zwaarder

dan sekse weegt wat voor soort maker de man

is. Wat voor soort méns in
orden typische ‘viouwenfilms
vis van Albere
es bijvoorbeekd, over het kevende fashion-
icoon [ris Apfel (93). Het is dat Maysles even

zelf in beeld komt, anders was het moeilijk uit

¢t de maker was
rhartig

e kampe

met borderline en cen pe dsstoornis

ste rell, maar

Veclal gefilmd door de prot

gemaakt door August B. Hanssen
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Maar er zijn ook films dic buiten clk hokje

vallen, Zoals The Howre

ck: cen prachtige
lraanse documentaircklassicker van Forough
Farrokhzad uit 1962, Te zicn binnen het The
Female Gaze-programma ~ en dus gemaake
door cen vrouw ~ maar 26 vooruitstrevend, z6

pottisch, zo'n werk of arr dat het

velijk of vrouw

kwestic overs

deze documentaire ra

< dicp in het hare hi

werkt, en dat is vitcindeligk wat tele

Genoemde vrouwenfiims
I Fiiming Desire - A Journcy Through Women's Film
- Marle Man

Zann 13; Ma 24 100 Tuschinsid 6

k - Forough Farrokhzad
20:45 Tuschinski 6; 20 23 20:00 EYE Cinema 2
ife My Lesson - Asa Ekman. 20 23 w915
Tuschinski s; di 25 22:15 Munt 9; wo 26 20:00 Munt
12; vr 2816:00 Tuschinski 3.

W Naziha's Spring - Gulsah Dogan

Za 22 1730 Tuschinski +; wo 26 13:30 Tuschinsid 3;

do 27 11:45 Munt » Ketelhuls Zaalt
M No Lullaby - Helen Simor
e

dl

019 22:00 Munt 12;

0o Tuschinski 5; ma 24 m:45 Tuschinski s;

5 Tuschinskl 3.
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/e durft e bliven dromen

Nadine Salib portretteerde Hanan,
een opmerkelijk openhartige vrouw
in een kleine, Egyptische dorpsge-

meenschap, die al jJaren hunkert naar

het krljgen van een kind. Alles - van
operaties tot oude rituelen - grijpt ze
aan om moeder te kunnen worden.

Salib: ‘Tk lecrde Hanan z0'n vicr jaar geleden kennen tijdens
cen rescarcherip. 1k was op zock naar cen onvruchtbare vrouw

dic haar heil zocht in rituclen en

dic ik daarbij zou mogen hil-
men. Hanan werd mujn fixer; ze hiclp me bij mijn onderzock
en was mijn ingang tot dic kleine gemeenschappen. Al vanaf
onze eerste ontmaering was ze vriendelijk en behulpzaam en

ze bekende me dat z¢ het idee had dat ik haar begreep. En ik

had dat gevoel andersom net 20 goed. We raakren bevriend in
dat cerste jaar, toen zc me hiclp met rescarchen en de camera

afwezig was, [n de loop der tijd realiscerde ik me dat haar

Kalkman

v
e
8
Pt
o
=

verhaal, net zoals haar persoonlijkheid, cigenlipk heel byzon
der en sterk was. Ze durft ondanks alles te blijven dromen en
staat zeer spiritueel in het leven. Door haar ging ik dit verhaal
in een veel breder, poétischer perspecticf zien

‘Mijn film gaat. naast cen ijdele kinderwens, ook ever res-
trictics dic je als Egyptische veouw ondervinde. Tk vermocd
dat Hanans lijden juist zo groot is omdat haar als vrouw geen
alternaticf leven geboden kan worden. Daarbij komt nog cen
gevoel van vervreemding binnen haar gemeenschap. Mis
schien telt dat leed nog wel zwaarder dan het feit dat ze geen

kinderen kan keijgen. Want wat is de waarde van haar leven?

Bij wic hoort zc? Als dromer zict zc gelukkig wel nicuwe

levensbeteke
kijk op het |

kwetsbaar, maar tegelijkertipd heel open voor andere mensen

issen dic passen binnen haar geloof en haar

ren. Dic zocktocht maake haar in zckere zin
Daarom kon ik ook zo'n hechte band met haar ontwikkelen.'
Mother of the Unborn - Nadine Salib

Do 20 19:30 Munt 10; di 25 19:30 Brakke Grond Expozaal;
W0 26 1215 Munt 9; do 27 20:00 Munt 9; 2a 29 1430 Tuschinsk! 5

P Groeten uit...

Het Midden-
Qosten

Profession: Documentarist

Iran. Het eerste beeld dat u nu te binnen schiet is vase niet

het trainen van jonge valken. Toch is dat waar Mazyar

gh Gok

's Cechanok over gaar, Omdat et behalve

politick en religse ook nog andere dingen in het land
gebeuren, lijkt de Almmaker te willen zeggen. Zoals de
valkerij. Of het tocrisme, Iranian style, zoals in Mchd:

Ganiji's 7 Winnr 7o Be a King. Niks politicke allegorie, ge

woon WYSIWYG: het authenticke Iran bij een succesvolle
i breakfase, die ooit van de grond kwam nadat cwee

Duitse tocristen v

wat cten op de deur klopten

Toch raken de mecste films uit het Midden-Oosten op de
cen of andere manier aan de onrust en onderdrukking in
die landen. Dat wil zeggen, voor zover die films het Wes
ten bereiken. Het valt op dat het gros van de ritels uit Iran
komt. Misschien omdar de productie elders 1ot stilstand

is gekomen. Er is nicts uit Syri€. Nicts wit Jordanié, En
nicts uit de rest van het Arabische schicreiland. Uit Egypte

allecen Mother of the Unborn, over cen vrouw dic al twaalf

jaar probeert zwanger te worden, maar cen te smalle baar
moeder blijkt te hebben. Uit Israél komt het DocLab-pro
ject Thru Yow Too, van en over componist Kutiman, die
nummers componcert uit wat hij op YouTube vinde

Wat vooral opvalt is de intimiteit van de hlms. De makers
zochten zonder uitzondering individuen op om hun ver-

haal te vertellen. De massaprotesten waarvan de ;

gelopen
jaren verslag werd gedaan zijn even nict te horen. In Saken

staat de camera op het bed gericht van de Palestijnse Ibra

him, die verlamd in her zickenhuis ligr en athankel

van de verzorging door de Egypeische Walid. Tn /
s F

Documentarist vertellen zeven vrouwclijke documents

remakers in dagbockstiyl over hun strijd onder de Iraanse
consuur.

Verslagen van massaprotesten waren na de Arabische Lente
noodzakelijk. Wie ook de persoonlijke verhalen van mensen
wil horen, terwijl ze worstelen met grote en kleine vragen

aver overle in cen dictatuur maar ook over het besticren

van de beste keuken van Tran, moct dit jaar op IDFA op

zock gaan naar de titels uit het Midden-Owsten. (RR)

» Eten

I Want To
Be a King

Van heinde en ver komen bezockers

naar het huis van Abbas Barzegar

vanwege zijo reputatic de beste
gercchten te scrverea in hecl Iran,
puttend uit de rijke Perzische culi

naire traditie

» Muziek

The Dream Of
Shahrazahd

Inwoners van conflictgebieden zoe-

bij de sche id van de

ken troc

cubtuur van Duizend-<n-
cen-nac b, door muzick te maken en

verhalen te vertellen.

» Crisis
Silvered Water,
Syria Selt-Portralt

Vorig jaar opende IDFA mert het
verbijsterende Revurn to Honei, Dia

jaar keren we terug naar Homs,

waar de gevechten nict zijn gestope
Veel bloed dus

Syrisch jongetje.

en cen ongebroken
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» Vioeger

The House
Is Black

Mismaake zijn en afgescheiden leven

in armoede. Een zwaar bestaan dat

toch 2o prachuig, kunstzinnig en po-

sch werd verhilnd de

Forough Farrokhzad in 1962.

» Diaren
Cechanok

Vrij als een vogel? Die Iraanse vlie-
ger gaat niet op voor de valken in

dit mooi geobserveerde portet van

cen wrede sport: de valkerij



wee mannen

VOO elke vrouw

IDFA onderzocht het aandeel vrouwelijke regisseurs in zijn programmering van de
afgelopen elf jaar. Conclusie: dat is ongeveer eenderde. En dat percentage stijgt niet.

Dit jaar neeme IDFA in bet programma The Female Caze de

rol van veouwen in de intginationgle dacumenrairewereld on-

der de locp. Hoe wordes 7+ afgcbiecld in doctmeptaires? Hoe

filmen ec zelf, als#€ aan deandere kant v de camera staan?

En hoc zit het met dic beslissen ot financicring.

degenen
distributic en vertoning? Zijn vrouwen cventedig vertegens
rewereld?

n, met di-

woordigd op de machtspositics in dedocument
Op IDFA ze

zit dar laarste wel snory 7ou je 2

Ally Derks v

recteur (of toch: directrice anafde oprichring

aan het rocr, Oberhaupt bekleden veouwen in de Nederlandsg

filmwereld enkele sleutclpositics: ook het Nederlands Film

Festival, het Filmfonds en het EYE Filmmuscum worden

besticrd door vrouwen

Maar betekent dat ook dat die instellinge r films van

viouwen programe nancieren? IDFA besloar zichzelf

tegen het liche se ho et ek naar doar vious

e 0N

geregisseerde feativalfilms vic de periode 2003-2013, EIf jaar,
waarin clk jaar 20'n dricduizend hlms aan het festival werden

aangeboden, waarvan er zo'n drichonderd werden geselecteerd

Figuur 1: vrouwelljk aanbod en selectle

Her ging tussen 2003 en 2013 om 40.581 regisscurs, dic cen of
meerdere documentaires bij IDFA hebben ingedicnd. Onder
hen 15.006 vrouwen. Van centiends diuarvan, 4068 regisscurs,
werden documentaires vertoond — onder wic 1389 vrouwen. Re-
laticf werden vrouwen dus icts minder gemakkelijk gesclecteerd.
Anders geformuleerd, in de cirkel rechts: van alle aangeboden
documentaires heeft 37,1 procent een vrouwelijke regisseur

(waarbij cen film die bijvoorbedld door cen man en cen viouw

samen is geregissecrd aan beide zijden voor de helft meetelt)

en van dc vertoonde 33,2 procent. Kort gezegd is cenderde

van de Alms op IDFA geregisscerd door cen vrouw.

Figuur 2: het aanbod blijft hetzelfde
En dat is

in al die jaren

veranderd. Her gemiddelde

aanbod van doc isscerde documentaires lige

icts boven cenderde — opvallend genoeg was dar percentage in

2013 exact even groot als in 2003,

Figuur 3: de selectie blijft
nagenoeg hetzelide
En ook het aande

daaruir words gese

door yrouwen geregisseerde films dat

cctectd blijfc ongeveer gelijk: gemiddeld
cenderde. In 2003 was het aandee] cen stk lager. later is het
ook wel cens hoger geweest. Maar dae ligken vri) willckeurige
Auctuatics, geen stijgende lijn. Het deel dat in competitic
belandr, wissele sterker ~ maar ook daarin valt nauwelijks lijn

te ontdekken.
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THE AUOSENCE

Figuur 4: minder meesters, meer kinderen
Er bestaan wel flinke man-viouwverschillen russen de pro-
grammaonderdelen van IDFA. Dic bevestigen de stercoty-
pen: vrouwelijke regisseurs zijn sterk ondervertegenwoordigd
in de Masters-sclectic, met de gevestigde Grote Namen, cn
juist zwaar oververtegenwoordigd bij de jeugddocumentaires
in 2008 waren zelfs negen van de tien kids-docs door een
vrouw ter wereld gebeachr.
Ook opvallend: de documentaires in her Nederlandse
competiticprogramma zijn voor ruim de helft van viouwen;
van vrouwen draaien beduidend mecr halflange dan lange
documentaires; en vrouwen zijn zwaar ondervertegenwoor-
digd in de toptien, dic clk jaar wordt gekozen door cen
belangwekkend documentairemaker. Komt dat misschien
omdat dat alleen maar mannen zijn? Nee: ook de viouwelijke
topticn-samensicllers kiczen mannen. Jannic Langbrock se-
lecrserde in 2004 één viouw, net als Pirjo Honkasalo in 2010
Ook Heddy Honigmann vertoont dit jaar in haar topticn

maar één vrouw: Agnes Varda

Figuur 5: steeds meer debutantes

De enige positieve lijn die de onderzockers van IDFA koaden
ontdekken was in de First Appearance Competitie (met eerste
en tweeds films). Hocwel het percentage films van viouwen
fink Huctucert is de trend stijgende, van ongeveer cen kwart
de helft nu.
Hoopvol, als deze talenten hun succes voortzetten.

in 2003 naar ongeveer -~ conservatief geschat



Figuur 6: geselecteerde vrouwen redelljke
kans op winnen

Aangericn films van vrouwelijke regisseurs maar cenderde
vitmaken van het totaal, valt het aantal gewonnen prijzen nict

tegen: bina cenderde. De belangrijkste prijs van het festival
ging in deze periode cchter maar één keer naar cen viouw: in
2006 won The Monastery: Mr. Vig & the Nun van Pemille Rose
Grenkjer de prijs voor beste lange documentaire.

Figuur 7: mannen kiezen mannen

Elke jury heeft cen oncven aantal leden, rodat de stemmen
nict kunncn staken. Maakt het uit of mannen of vrouwen in
de derheid zijn? Ja: laten veel minder

vaak winnen. Her suggereert dat er inderdaad een male gaze

en cen fernale gaze bestaan — een van de vragen waarover dic
Jaarop IDFA worde gedebatteerd, Anders gevraagd: Rouden
viouwen cn mannen meer van documentaires dic op dezelfde
manicr naar de wereld kijken als zijzclf? Het percentage man-
nen en vrouwen onder het publick is onbekend — in clk geval
gaat de publicksprijs ongeveer even vaak naar vrouwen als je

gezien het percentage vertoonde films zou verwachten.

Figuur 8: voorwaarts

TDFA had het gevoel dat her aantal vrouwelijke regisscurs
gestaag tocnam. Het was dan ook geschokt toen dat in de
eigen programmering niet bleck te kloppen. Hoe kan dar?
Daarop hopen ze op dit festival her begin van een antwoord
te vinden. Het goede nicuws is, dat dit jaar het percenta-

ge films van vrouwen boven her gemiddelde uitkomr. Her
slechte nicuws, dar daar het speciale viouwenprogramma The
Female Gaze voor nodig was, De viaag is: zien we in 2015

ook mcer dan eenderde vrouweligke regisscurs?

IDFA Dagkrant
onderzoekt zichzelf

Nu IDFA de moed heeft gehad
zijn eigen vrouwvriendelijkheid te
toetsen, kan de IDFA Dagkrant /
Daily | Specialf OmdeDagkrant
/Themakrant (de naam is in

de loop.derjaren' meermalen
veranderd) niet achterblijven.
Bovendien: datajournalistiek is
hot. Daarom hebben we ook
onze eigen redacteuren, zowel
tekstschrijvers als beeldmakers, in

de periode 2003 t/m 2013 geturfd.

Welke conclusies vallen daaruit te trekken? De hoofd-

redactic is al die jaren gelijkelijk vervuld door man en
vrouw. Bij de tekstschrijvers waren de vrouwen in de
meerderheid: gemiddeld 57 procent. (figuur 1) Bij
de beeldmakers (focografen, illustratoren, lay-out en
videomakers) daarentegen de mannen: gemiddeld 70
procent. (figuur 2) Interessant: beeld gedomincerd
door mannen, tekst door vrouwen — dat volge nict het
eliché. Dic twee groepen bij elkaar opgeteld is er toch
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weer een overwicht aan mannen in de JDFA Dag-
brant-redactie: 56 procent. (figuur 3) En dar is nier
aan het veranderen

Zijn cr nog interessante details te bespeuren? Ex komen
steeds meer becldmakers en steeds minder tekstschrijvers
bij de Dagkrans ~ een trend die ook in landelijke media
valt te bespeuren. Daarnaast zijn vrouwen in opkomst
onder de fotografen en verliezen ze iets van hun voor-
sprong onder de rekstschrijvers

En dan: de geinterviewden. Wic laten de JDFA Dag-
brams-redacteuren in hun publicatic aan het woord?
Beduidend meer mannen dan vrouwen: twee keer zo
veel om precies te zijn. Een typisch interview voor de
Daghkrant bestaat dus uit een man dic een foro maake
van een vrouw die een man interviewt

Toch is de man-vrouwverhouding onder geinterview-
den nict 20 scheel als bet lijke: aangezien er op TDFA de
afgelopen clf jaar gemiddeld twee keer zo veel films van
mannelijke dan van vrouwelijke regisscurs vertoond
zijn, is die verhouding representatief. Bovendien: ter
wijl de percentages door mannen en vrouwen geregis
seerde films op IDFA in die jaren niet is veranderd
interviewr de Daghrans percentucel gezien steeds meer
vrouwen — of beter gezegd, aangezien het totale aancal
interviews langzaam afncemt, vooral minder mannen.

(fguur 4) (KD)
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Partners van IDFA

Hoofdpartners

Q deVolkskrant BankGiroloterij

OXFAM
Novib

CULTULE MAAKT JE BIIKER

IDFA’s publieksprogrammering word!
mogellk gemaak! doot

FONDS 21

VSBfonds,

IDFA-Mediatonds Workshop / Kids & Docs Workshop /
IDFA Media Taks worden mogelik gemaoikd door

MIBIAFOMBS

IDFA Forum wordt ondersteund door

e TN

Subsidiénten & fondsen
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Club IDFA Suppliers

ABN AMRO Bank NV, Cardano, De Breij Evers
Eoon, De Nederlandsche Bank, Houthoff
Buruma, JER, Jean Mineur Mediavision,

MN. Leans BV PwC_ Rabobant Amsterdam,
Rotaform, Weskbladpers Meda

Donateurs

AVROTROS, EYE International, Embassy of the
United States of America, Goethe Institut,
HUMAN, KON, Institut Francals des Pays-Bas.
John Adams Instrtute, NCRV, NPO Sales,
OUTty, PW Janssen’s Friesche Stichting,
Rabobank Amsterdam, Stichting Ellse Mathilde
Fonds, Tiibeca Fém Institute, VEVAM Fonds,
WOMEN Inc

3P0, Arti and Amicitiac, Art Support BV Theater-
procuctiebureay, Bijimer Parktheater, Brasserie
Harkema, Café de Jaren, Compagnictheater,

De Balic, De Kicine Kormedic, DelaMar Theater,
De Meltweg, Event Engineers, EYE Him Instituut,
FestrvalTickets, Het Ketelhuis, indyVideo,
Lichtwerk, MacBike. MeneM Systemen/Datasein,
Nedcpro-NCP Holland, NH Hote! Group, Podium

Mozaiek, Rex, Swych, VBVE Cultuurautomatizening,

Videodock, Viaams Cultuurhiis De Brakke Grond
Festival Traller
Cape Rock, Jean Mineur Mediavision

IDFA bedank! alle
Vrienden van het festival.

deVoll(s](rant
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Partner van IDFA 2014

Blijf op de hoogte en volg
www.volkskrant.nl/idfa




