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CinEd has joined a mission of transmitting the 7th art as a cultural object and as a support to understand the world. 
For that reason it was elaborated a common pedagogy, starting from a collection of movies produced in the Euro-
pean countries, partners to this project. The approach intends to be adapted to our era, marked by a rapid, major 
and continuously change, regarding the way of seeing, receiving and producing the images. These last are viewed 
on a variety of screens: from the biggest – those in the halls, to the smallest – (to smartphones) ticking, of course, 
TV sets, computers and tablets screens.The cinema is still a young art whose death has been predicted many 
times. It is very clear that this didn’t happen.

These changes affect the cinema, transmission must seriously take into account the manner increasingly fragmented 
of viewing movies, starting from this screen diversity. CinEd publications propose and talk about a sensitive, induc-
tive, interactive and intuitive education providing knowledges, analysis tools and dialog between image and film 
possibilities. The works are described on different levels, of course, viewed in entirely and in pieces, according to 
different temporality, fixed image, plan and sequence.

Educational brochures invite us to take the movie with freedom and suppleness. One of the major challenges is 
to intelligently get the movie open – mindedly: description, essential step of any analytical enterprise, the ability to 
extract, select, classify, compare, confront the images between movies and with the images of other performing 
and exposure arts (photography, literature, painting, theatre, comics...) The purpose is images not only to run but 
to create emotions ; cinema is an artificial art, extremely valuable for build and consolidate the vision of the young 
generations.

I – OPENING 

• CinED: a collection of films, a film pedagogy p. 2 
• Editorial – Technical specifications – film poster p. 3
• What is at stake in this film - Synopsis p. 4-5

II – THE FILM  

• Contexts p. 6-7
• The author p. 7
• Affiliations p. 8-9
• Testimonials p. 10-12

III – ANALYSIS 

• Chapters p. 13-15
• Film questions
• 1 – The real in fiction: the documentary tools help us 

to tell a story p. 16
• 2 – The sound help us to see better p. 17
• Analysis of a frame p. 18
• Analysis of a shot p. 19
• Analysis of a sequence p. 20-21

IV – CORRESPONDENCES

• Echoes of images p. 22-23
• Dialogues between films from the CinEd catalog: Uma 

Pedra no Bolso (1988), Joaquim Pinto; Pierrot le fou 
(1965), Jean-Luc Godard; Il Posto (1961), Ermanno 
Olmi p. 24-25

• Paths between other art forms: music p. 26-28
• Reception of the film: crossed points of view p. 29
• Educational itineraries p. 30

CINED: A COLLECTION OF FILMS, A FILM 
PEDAGOGY SUMMARY

I - OPENING

The author :
Francisco Valente was born in 1983 in Lisbon. He worked as a film critic for online and media platforms, including 
the daily newspaper Público. He worked in cinema and in film festivals. In 2014, he became a film programmer, 
collaborating with the Portuguese Cinematheque the following year. He is the director of short films like Tenho Um 
Rosto Para Ser Amado (2015) and Uma Vez (2016).
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If there were a common denominator in Portu-
guese cinema of the last thirty years, it would pro-
bably be Joaquim Pinto. Debuting as sound direc-
tor of various feature films in the 80’s, he soon 
started working as a director of his own works and 
as a producer of many other authors of European 
cinema. His presence would not only mark the 
work of recognized directors of the contempo-
rary national and international film panorama, but 
Joaquim Pinto would also work in the first films of 
other directors of his generation, making no dis-
tinction between genres, formats or work contexts 
in all of his commitments. Only his desire to work 
in film would led him to every project he involved 
himself in, helping to develop the careers of direc-
tors who would later mark the cinema in Portugal 
and Europe.

It was precisely his experience in other projects that impelled Joaquim Pinto to tell his own stories. Instead of the big film 
productions, with a long and difficult work development and large crews, Joaquim Pinto was inspired by his own personal 
references (the artisanal productions of Italian neo-realism or the French nouvelle vague) to create his first feature film 
Uma Pedra no Bolso, shot in Portuguese inn by the sea. Then, the director, through the sentimental story of his characters 
(and the secrets each one of them hides), drew and emotional and political map (in between the lines) of what it was like 
to live in Portugal in the recent past. But more than that, Joaquim Pinto told a universal story: the passage from childhood 
to adulthood.

To do so, he chose to place, in Uma Pedra no Bolso, a young boy as the main character of the film reacting to the tricks 
and stories the adults tell him. Joining professional actors with non-actors and a film crew whose members can be 
counted with the fingers of one hand, Joaquim Pinto contradicted the traditional methods of filming that he learnt in the 
productions he’s been involved in the past, to show that cinema also exists in simplicity. And that simplicity also helps 
us, in fact, to explain the densest feelings of human life – those that cannot be explained by words. By that, Uma Pedra 
no Bolso show us the necessity of simplicity when it comes to film shooting, and to show simple things it is necessary to 
emphasize the complexity of what lies in front of us. In other words, the first feature film of Joaquim Pinto, by the sensi-
bility with which depicts life in it’s different phases (childhood, adolescence, adulthood), becomes a valuable lesson of 
cinema – a lesson that teaches us, also, to look at life.

Country: Portugal
Duration : 1h 28
Format : color – 1.85 :1 – 16 mm
Budget: 10.071 escudos (2014,20€)
World premiere: 14/02/88 (Berlinale)
Portuguese premiere: 15/06/89 (Forum Picoas)

Writted and Directed by: Joaquim Pinto  
Dialogues by : Eduarda Chiotti, Joaquim Pinto 
Cinematography by: Joaquim Pinto, Rui Henriques 
Sound by: Francisco Veloso 
Assistant Director : Inês de Medeiros 
Wardrobe and Make-up by : Inês de Medeiros 
Editing by : Joaquim Pinto and Vítor Moreira 
Music by : Miso Ensemble  
Production by : João Pedro Bénard

Cast: Bruno Leite (Miguel), Inês de Medeiros         (Luí-
sa), Isabel de Castro (D. Marta), Manuel Lobão (João), 
Luís Miguel Cintra (Dr. Fernando), Eduarda Chiotti 
(D. Cândida), João Pedro Bénard (camionista), Pedro 
Hestnes (voz-off)

EDITORIAL TEXT TECHNICAL INFORMATION
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Between childhood 
and adulthood

The landscape is a 
character

The sound helps 
us to see better

The technical simplicity is a 
work moral

A world where “everyone 
has his reasons”
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BETWEEN CHILDHOOD AND ADULTHOOD

Although filming the world of adults that love and lie to each other, 
the perspective of Uma Pedra no Bolso belongs, in the first place, 
to a young teenager, Miguel, caught between childhood and the 
adult world. Without a place of his own, Miguel constantly runs 
behind grown-ups and tires himself by trying to keep up with them. 
His young body, running up and down these steps, will turn his 
effort into something inglorious, and his innocence, by contacting 
with adult world, will be touched and altered forever. In Uma Pedra 
no Bolso, Joaquim Pinto calls upon the many different scales of 
the shots, the bodies of the actors and their physical disposition in 
the spaces in order to mark the attractions and differences among 
its interveners.

A WORLD WHERE “EVERYONE HAS HIS REASONS”

If Uma Pedra no Bolso  is influenced by French cinema, as you 
will be able to see on this booklet, it is worth evoking two films: 
The Rules of The Game (La Règle du Jeu, 1939, Jean Renoir), 
where the adult world, shortly before a war, is managed by secret 
betrayals (“the most terrible thing is that, in this world, everyone 
has his reasons” 1, so as it is said in the film); and Stolen Kisses 
(Baisers Volés, 1968, François Truffaut), not so much by the film 
itself, but because it announces, years later, that we still live in a 
world where “everyone betrays everyone”. A world, like the one in 
this picture of Uma Pedra no Bolso, in which each is seen secretly 
in his corner, with his interests, serving up the ingenuity of others 
(in this case, a young man) to achieve its objectives. The division 
of the characters by different levels (of perspective, age or social 
class) is intended to show, in the eyes of the viewer, a universe 
made of opposing territories.

WHAT IS AT STAKE IN THIS FILM

SYNOPSIS

THE LANDSCAPE IS A CHARACTER

Joaquim Pinto began his presentation essay, in the original press 
kit of the film, with a quote, precisely, from Jean Renoir: “For me, 
that’s what a good film is: the caresses of vegetation on a boat trip 
with a friend” 2. By preferring to shoot a real landscape, instead 
of a studio scenery, Joaquim Pinto knew how to integrate the real 
world in his film in order to give expression to the inner world of his 
characters, their encounters and farewells, and their feelings (not 
only what they confess but also what they hide).

THE TECHNICAL SIMPLICITY IS A WORK MORAL

Unlike most film productions, Uma Pedra no Bolso is exclusively 
filmed, similarly to a documentary, on a real landscape, with the 
resort of non-professional actors and a film crew with only four 
members. The technical simplicity, in this film, is not only due to 
the lack of economic means: it’s essential to remove the artificial 
elements, in front of the camera, in order to reach, in the most 
direct way possible, the real life, along with its language and its 
real gestures.

THE SOUND HELPS US TO SEE BETTER

As is the case at this particular time of the film (01:00:39/01:00:56), 
it is not the dialogues that announce the action but the combina-
tion between what we see and what we hear. A disquieting music 
can often cause a contradiction with an apparently pacific picture, 
such as the discreet sounds of little instruments could alert our 
senses to what might arise in a quiet moment. Music and sonic 
language exist precisely because of that, to make us see what 
seems invisible at first glance, in our own eyes.

Joaquim Pinto’s first feature film focuses on Miguel’s point-of-
view, a young boy in his early teens. Because of his bad grades 
in school, Miguel’s mother sends him to spend the summer in 
his aunt’s inn by the sea, D. Marta, a place where, predictably, 
nothing happens and so presuming Miguel will pass his time stu-
dying. Then, Miguel starts to live with D. Marta, a new maternal 
figure, the young maid Luísa, who will awaken a new sense in him 
(desire), and João, a fisherman who rounds the inn and enchants 
Miguel with stories of conquer of a completely free life. Stuck to 
his connection and fascination for them, Miguel discovers, in this 
vacation, that the codes of the adult world, along with its secrets, 
work in an incomprehensible and sometimes even painful way to 
those are at the end of their childhood. And the feelings that are 
born in this place, and at this time of his life, mark the end of his 
innocence.

 

(1) "On this Earth, there is something terrible about everyone having their 

reasons."

(2) "For me that's a good film, it's the caressing of the foliage during a boat 

trip with a friend."
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PORTUGUESE CINEMA: AN INTERNATIONAL RECOGNITION

At this time, two authors begin to mark the Portuguese cinema and becoming internatio-
nally recognized. On one side, Manoel de Oliveira: the representative of a cinema with 
very strong connections to the theatre, to its methods of acting, to the literature of José 
Régio and Agustina Bessa-Luís3, and to a secret subversion of a catholic Portugal, stuck 
in the failures of its history (the loss of its colonial empire and its influence upon the 
world). On the other side: João César Monteiro, who rather than drawing inspiration from 
the prose or the myths of our national history, centres his films on a character – his alter 
ego João de Deus4 – and in a Lisbon lost in time, beautiful and decadent, marked by a 
poetic spirit but also by the habits of a corrupt past with no future, to which João de Deus 
can transcend himself through the mechanisms of cinema.

Between the two headlights of Portuguese cinema, a new generation is born and unlike 
the previous one, focuses on the movement of real life: the daily lives of real people, and 
not so much characters, their feelings, and how the simple and immediate things often 
are the most difficult to live with according to our desires. Far from the theatre, literature 
or any other methods, these new directors film with small crews, opening themselves to 
the improvisation in dialogue and trying to capture the gestures of everyday life and brin-
ging them into their films. Joaquim Pinto, who worked, precisely, as a sound technician in 
films directed by Oliveira and César Monteiro (actually becoming, later on, the producer 
of César Monteiro), departed himself from the language he met by working on those films, 
in order to create, in Uma Pedra no Bolso, a vision that strives for simplicity in the way of 
capturing life.

(3) Two authors of the Oporto region of Portugal, as Oliveira: Régio, religious and a philosopher on the look on the 
man in search of his condition; Agustina and the shrewdness of observation of social classes and their passions.
(4) Appearing for the first time, in Recollections of the Yellow House (1989)

II - THE FILM
CONTEXTS 

PORTUGAL IN THE LATE EIGHTIES: PROFOUND POLITICAL AND ECONOMIC 
CHANGES

The beginning of the 20th century in Portugal was marked by hectic years. With the end 
of monarchy and the implantation of the First Republic in 1910, the country found itself 
plunged into a major political and social chaos, severely aggravated by its entry into the 
First World War. The Republic comes to an end with a military coup in 1926, which opens 
space, a few years later and like many other European countries, for the establishment 
of a dictatorship of fascist nature. In 1933, the Portuguese Estado Novo was born, led by 
António Oliveira Salazar, a dictatorship that would stand for 40 years (Salazar ruled until 
1968 and was then replaced by Marcello Caetano) and left deep marks and divisions in 
the Portuguese society: an international isolationism, a life controlled by censorship and 
political police, and a poor and illiterate economy. So was the life in Portugal until April 
25, 1974, when the Portuguese military forces, dipped in the terrible sacrifice of a colonial 
war without an end (in Angola, Guinea- Bissau and Mozambique), carried the coup known 
as Revolução dos Cravos, returning the freedom and hope to the Portuguese people and 
imposing the end of the colonial war. The Portuguese democracy was then born, which 
would cement with the entry of Portugal to the European Economic Community (EEC) in 
1986.

Uma Pedra no Bolso, shot in the mid-80s and premiered in 1988, appears, therefore, in 
the first months of a new historical period in Portugal: twelve years after the Revolução 
dos Cravos and the end of fascism, and in the moment in which, for the first time, Portugal 
has access to development resources that can build, according to the European values, a 
developed nation, democratic and open to the world. The consequences would arise only 
in the 1990, when the country has achieved one of its greats periods of economic growth.

In 1988, Portugal was still therefore a peripheral country with profound social differences. 
In the eyes of others, it would seem a place, like the one you see in the film, planted by 
the sea and where “nothing happens”, inhabited by people profoundly divided by social 
classes, where only one small portion is educated and privileged. There was, however, a 
new generation – the one born with the revolution of 1974, with exactly the same age as 
the Portuguese democracy –, that had hope of entering adulthood with opportunities open 
to professional and economic development, to the free expression of their feelings and 
the accomplishment of their desires. Portugal was, therefore, a country made of people 
like the ones living in the inn that appears on Uma Pedra no Bolso: an older generation 
marked by the lies of the dictatorship (“D. Marta”), adults who lived it and maintain their 
have old corrupt habits (“João”), and a younger generation that, with their whole life 
ahead, learns the growing pains and disappoints they bring to childhood illusions (“Luísa”, 
to a more adult level, and “Miguel”, in a more innocent way).
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THE AUTHOR OF THE FILM

After attending film school in Lisbon, Joaquim Pinto (born in 1957) started working as 
a sound director for some of the industry’s biggest filmmakers: Manoel de Oliveira (O 
Sapato de Cetim, 1985; Os Canibais, 1988), João Botelho (Tempos Difíceis, 1988), Antó-
nio Pedro Vasconcelos (O Lugar do Morto, 1984), João César Monteiro (À Flor do Mar, 
1986), Raul Ruiz (A Ilha do Tesouro, 1985), Alain Tanner (Une Flamme Dans Mon Coeur, 
1987), or Werner Schroeter (O Rei das Rosas, 1986). At the same time, his proximity to 
a new generation made him perform the same functions for directors like Vítor Gonçalves 
(Uma Rapariga no Verão, 1986), João Canijo (Três Menos Eu, 1988), Manuel Mozos 
(Um Passo, Outro Passo e Depois..., 1991), or the more experienced Jorge Silva Melo 
(Agosto, 1988). Some of them, like Teresa Villaverde (A Idade Maior, 1991) and Pedro 
Costa (O Sangue, 1989), find themselves influenced by anti-industrial orientation and the 
documentary eye of filmmaker António Reis, a professor at film school that marks a gene-
ration with the film Trás-os-Montes (1976, co-directed with Margarida Cordeiro): a pure 
and sensative vision of the simple and bucolic landscape of the Portuguese countryside 
(Joaquim Pinto would work in 1982, in the sound department of his next film, Ana).

Joaquim Pinto launches himself as a director around the same time as his generation of 
filmmakers. In 1988, Uma Pedra no Bolso debuts at the Berlin Film Festival, one of the 
largest showcases of cinema. He then directed two feature films: Onde Bate o Sol (1989) 
and Das Tripas Coração (1992), which will confirm the sensibility and lyricism of his debut 
work. In addition to several short films, in the following years, and a constant collabora-
tion with the filmmaker Nuno Leonel, he begans working on a form of expression that had 
always influenced his fiction films: the documentary. The director would thus shoot Rabo 
de Peixe (2003-2015), about the life of the Azorean fisherman of that location, and the 
most recent E Agora? Lembra-me, a film inspired by this person life and his work, which 
earned him several premieres in festivals and film theatres all over the world (with the 
world premiere at the Locarno Film Festival 2013). In parallel, Joaquim Pinto also took 
over the functions of producer for a generous part of Portuguese cinema, emerging, in 
addition to directing, as a beacon for his independent, artisanal and poetic film produc-
tion. Since 1989, he is then working in films by João César Monteiro (Recordações da 
Casa Amarela, 1989; A Comédia de Deus, 1995), Teresa Villaverde (A Idade Maior, 1991; 
Três Irmãos, 1994), José Álvaro Morais (Zéfiro, 1993) or António Campos (A Tremonha 
de Cristal, 1993), having crossed the various landscapes of a Portuguese cinema that he 
contributed to be rich, unique and multi-faceted.

AN ARTISANAL PRODUCTION

Compared with the traditional means of film production, the film crew is substantially 
reduced. If the films of bigger budget of the US industry have film crews that exceed 
two hundred people, and the European industry usually have about thirty, Uma Pedra no 
Bolso has only eight actors and, overall, only twelve members throughout the team. From 
those actors, there are the professional ones such as Isabel de Castro (“D.Marta”), Inês 
de Medeiros (“Luísa”) and Luís Miguel Cintra (“Dr. Fernando”) or the voice off by Pedro 
Hestnes (“Miguel” in his adult age), and the non-professionals such as Bruno Leite (“Mi-
guel”), Manuel Lobão (“João”), Eduarda Chiotti (“D. Cândida”) and João Pedro Bénard 
(playing the role of the truck driver). All the filming was shot on a real landscape (in the 
Lourinhã coast, in the center of Portugal), without any resource to studios or to special 
effects on the post-production, and with a film crew reduced, many times, to four mem-
bers. It is, therefore, a real family: everyone knows everyone, everyone helps each other 
and fulfils various roles inside or outside the film.

Looking at the technical information of the film, we see the involvement of the actors 
in production functions. João Pedro Bénard (the truck driver) is the producer. Eduarda 
Chiotti (“D. Cândida”) wrote the dialogues with Joaquim Pinto. Inês de Medeiros (“Luísa”) 
did the make-up and wardrobe. Joaquim Pinto, the director, also signed the script, the 
cinematography (along with Rui Henriques) and the editing (along with Vítor Moreira). 
Francisco Veloso, the assistant to Joaquim in the films where he worked as a sound direc-
tor, was in fully charge of the sound. The Miso Ensemble group interprets the soundtrack.
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AFFILIATIONS

PATHS: INHERITANCES AND INTERSECTIONS BETWEEN FILM, PAINTING AND LIFE

Because cinema is supposed to take images from life in order to tell us fiction stories, you can 
always create links not only within the film but also with references from outside, either with 
works of other directors (who served as inspiration for this film: Abbas Kiarostami, Eric Rohmer 
and Jean-Luc Godard), works of art inspired by real- life elements or moments we live in our 
own lives. The common denominator between these visions is our point of view. This was the 
framework that we have created from several scenes from Uma Pedra no Bolso, its inspirations 
and iamges who takes us to reflect about other arts – in this case, painting.

1 2

3

4

5

6 7

8 9
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Miguel goes up and down the steps in front of the inn, in Uma Pedra no Bolso (1), in order to 

enter and exit the adult world. Trying to correspond his world to the others’ – and to correspond 

the adults’ feelings to his own – becomes a path way to difficult for his young body and his inno-

cent mind. This path resembles the boy in Where Is The Friend’s Home going back and forth, 

breaking the adult rules and running from home, to return to his friend the notebook he kept 

by mistake. The effort of travelling to a different village, for a child, is much bigger than for any 

adult. It’s another child trying to remedy, with the resources they have, the problems imposed 

by adults.

Luísa comes and wakes Miguel up, at the inn. A luminous presence that suggest us that Miguel 

may have been awoken in the middle of a dream. More than an innocent love, Luísa will also be 

responsible for agitating Miguel’s world. The presence of Luísa (3) reminds us the portrait of a 

woman related to La Blouse Roumaine by Henri Matisse (4), and its passionate but quiet tones, 

which also inspired the character of Marianne Renoir (played by Anna Karina) in Pierrot, le Fou 

(5). The same picture is associated with Amanda Langlet’s youth in Pauline at the Beach (6), in 

which the character also discovers the secrets of love and how the adults take advantage of her 

for selfish reasons. The vacation time is the time of eroticism and desire – different sensations 

in teenage life and adulthood. Art, always in connection with life, is made of vehicles that help 

us grow our vision and our feelings.

The time of summer vacations is the time where bodies learn to discover. It is also the time 

when expected encounters lead to greatest experiences. Summer is, therefore, the time of fee-

lings. In Um Conto de Verão (7, 8), still carrying the clours and light of Matisse’s paintings. The 

characters deal with their growing desire. Melvil Poupaud searches for a love that matches his 

expectations. By feeling that his life did not go according to his desires, towards the immensity 

of the sea and a landscape that he cannot grasp, his sadness makes him feel that he has not 

yet found his place in the world. So Miguel (9), passing his days alone, thinks of the days he left 

behind. The landscape will become a memory that will remain in his thoughts, such as happens 

in the film: something we saw that will change forever the way we look at life.
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JOAQUIM PINTO (DIRECTOR, SCREENWRITER, IMAGE, SOUND AND EDITING)

"I had been working on sound for almost ten years, but I already wanted to shoot my own 
film. And I wanted to try something different from the national and international produc-
tions I had worked on, all of which had a heavy work structure. The idea was to make a 
film with few means, so as not to have to compete for support, and to make a film with a 
light production structure. In other words, I wanted to experience things that I hadn't seen 
in the films where I worked. I thought it would be interesting to find a way to work with 
a small group of characters and a unit of space that would allow you to shoot in a short 
time".

"In the film Une flamme dans mon coeur (1987), by Alain Tanner, on which I worked, we 
filmed in Cairo with a very small team because we didn't have permits, it was as if we were 
making a documentary. That meant filming with a minimal team. So I realised that it was 
possible and I tried to do the same thing. We were just two people in the picture, one to 
direct the film with the camera and the other for lighting, one person for sound, and Inês 
de Medeiros helping with the organisation. The shooting team was just this."

"I started talking about the project with Inês de Medeiros during the shooting of João 
Botelho's Tempos Difíceis (1987), I also worked with. We exchanged ideas about what 
was possible. I wanted to invite her for a role in the film but also to help me a little bit 
with everything. She became an assistant for everything: wardrobe, direction, talking to 
people, dealing with makeup... I talked to João Pedro Bénard, at the end of the shoot of 
Tempos Difíceis, so that he could get started on the production aspects".

"My film was a way of reacting to the traditional way of working, where it takes a long 
time to put everything together, where everything has to be perfect, and then you ask 
the actors to be natural in the middle of it all. The idea was to do the opposite: not to add 
things to those that exist but to remove things."

"I wanted to work with actors and nonactors to be able to mix very diverse experiences... 
I invited Manuel Lobão to play the role of fisherman without him ever having done any-
thing in cinema. I did some tests with kids, for the lead role, but I discovered this boy as I 
ran into him on the street. It was an intuition I had. And I knew Isabel de Castro and Luís 
Miguel Cintra, two actors I'd worked with before. With Manuel Lobão, there was an imme-
diate empathy and the scenes worked well. With Inês de Medeiros, the boy was very inti-
midated. In the scene where he goes to her and she's making bread, he'd be completely 
distracted. When he's against the window, I did the scene with him, he's talking to me. And 
then we did the counter-field with Ines. Manuel Lobão, on the other hand, was intimidated 
to play against Luís Miguel Cintra. We didn't introduce them before they made the scene, 
and that discomfort turned out to work well for the scene."

T ESTIMONIALS

"When I was a kid, I lived until I was ten years old near the place where Paulo Rocha 
directed Mudar de Vida (1966), and I remember seeing him filming. I lived on a farm, near 
a fishermen's beach where there was an inn. I often went there because the manager 
came to the farm to buy cabbages, and asked me if I didn't want to go with her. Initially, I 
wanted to make the film in that inn, but it didn't exist anymore".

"For a while, I had the idea of adapting a book: Christopher Isherwood's Single Man... I 
wanted to do something about it in Portugal, with half a dozen characters. Maybe that's 
where the story of the teacher who's going to the inn for a few days comes from. But there 
was a French theatre director who had bought the rights, for 25 years, for all the adapta-
tions, and I never did."

"I produced the film because there was no other way to do it. I had made savings to buy 
the film, to pay for the lab and the same for the whole team. There was some help, like 
the camera, which was borrowed, and I had sound material. There's a convertible that 
was lent by one person, a kind of cinema tycoon at the time who was a representative 
of Arriflex in Portugal and other laboratory brands. He was someone who had already 
supported the "New Cinema".

"João César Monteiro saw the film and liked it a lot. He asked me if I didn't want to pro-
duce a film that had been refused by the Portuguese Film Institute: The Memories of the 
Yellow House (1989). And I started producing films in a more organized way with João 
César Monteiro."

"I love The Game (1964) and Manoel de Oliveira's Aniki Bóbó (1942). I identified with his 
youthful things, he was someone with whom I learned a lot and talked a lot. I also liked 
António Reis (Trás-os-Montes, 1976) and his two sides: one side to compose the shots 
a lot and the other side very free. I discovered Nagisa Oshima's gangster films, from 
the 50's and 60's, which helped me a lot. The shot of the fight between Miguel and the 
fisherman comes from this, of course, in the way we film, from a very far away, a very 
ambiguous issue. Abbas Kiarostami was a discovery that followed the film and moved me 
a lot. I also like Eric Rohmer and his way of filming with few means, where the cinemato-
graphic options do not go beyond what happens to the actors. Finally, in the 1980s, we all 
took a "bath" by Kenji Mizoguchi thanks to the cycle organised by João Bénard da Costa 
at the Gulbenkian Foundation. He liked his soundtracks, the way he worked the sounds 
of the film in a musical way".
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MANUEL LOBÃO (ACTOR)

"I met Joaquim Pinto through a mutual friend, I went to find him in a borehole he had by 
the side of the road. From then on, we became friends. Soon, he called me and said that 
he needed someone to do some scenes in a film. I was living on a farm, where I worked 
in agriculture. I had no idea what I was going to do. He told me that somebody was going 
to talk to me to take some pictures of me. I had already seen some footage for the Soulier 
de Satin (1985), by Manoel de Oliveira, when I was going to Baleal [Peniche beach]. For 
someone from a small rural area, to go and make a movie...". 

"He connected me to Inês de Medeiros, who I didn't know who she was. I thought I was 
the great photographer of the cinema. I told her which village I was in and that I was thin-
king of catching the train at such a time. She immediately asked me: "Do you know what 
you're coming for?". I picked her up at the station, and since it was for a film, I took a red 
scarf with me. She went there for a few days and told me what she had to do". 

"I went to them at the inn where the film was filmed, always thinking I'd find a great team. 
I get there and I don't see anything. No trucks, no lights, nothing. I thought I was wrong. 
I went into the inn and asked if a film crew had already arrived. They pointed me to some 
people who were at the bottom and said yes, it was them. That night, they introduced 
me to Isabel de Castro, and the first scene we shot was the fisherman's entry into the 
inn, where he was badly received by Isabel's character. She was my godmother in the 
cinema".

"Luís Miguel Cintra couldn't have been better at helping, with a lot of patience, and finding 
grace in all that. For the kid, it was a great escape, he could do whatever he wanted and 
eat whatever he wanted. Someone told me at the time: we're not here to educate the 
boy, and I was always saying, but he can't always be drinking coke, eating bitoques and 
omelettes! He has to eat soup! Part of that joke, between the two of us, was true. There 
was a certain relationship."

"Joaquim Pinto's mother had written the dialogues for the film, in an exquisite Portuguese, 
but it was not the Portuguese of a fisherman. Then Joaquim told me: do it your way. 
Everything was a gathering of people who had nothing to do with cinema and fantastic 
actors".

"I'd help with the lights, too. There were six orange spotlights. I learned things: point 
there, close the hood there... and the projectors would burn. Look, one less! There was 
a scene where you couldn't see anything, when the fisherman came to Luisa and the kid, 
at the window, realized that. But there was no light for that scene. So look, he's going in 
the dark!" 

"My first impact, watching the movie, was with the music. It was a fantastic impact. Pedro 
Hestnes' voice-off too. It was the first time I saw something in editing, because we hadn't 
had the chance to see the rushes. Except for the fact that he didn't like seeing me at all, 
I was delighted with what I saw."

"In Joaquim's second film, Onde Bate o Sol (1989), he was still working on the same farm, 
and we filmed there. After that film, I was invited to work on lighting, but I was still very 
involved with the farm project. Two years later, I decided to leave. And suddenly, I went to 
work on Non, or the Vã Glória de Mandar (1990) by Manoel de Oliveira. I started working 
as a film technician. I was still a sound intern and ended up in the décors, which is where 
I still go. This film by Joaquim Pinto was an initiation."
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JOÃO PEDRO BÉNARD (PRODUCER)

"I had been working in production for some years and I knew Joaquim Pinto, with whom 
I had worked. When the project for this film appeared, there was still no digital, it was 
difficult to make a film without support because you had to pay for film, laboratory costs... 
It wasn't as cheap as it is now. But he had some money and a very particular situation: 
he had a company associated with Tobis [the national film laboratory] that did the sound 
work. He already had, therefore, sound equipment and consumables, such as tapes, etc. 
He also had friendships with many people, with Acácio de Almeida [director of photogra-
phy], who lent him a 16mm camera.

"When he told me about the project, I thought it was a little crazy. But I went into the film 
for several reasons: he had already made sound and, in addition to directing, he was 
going to do the photography. It was a team of four people and we had four light projectors. 
I'd never worked with so little lighting material before, I was afraid that the image wouldn't 
appear on the film. But Joaquim had unbelievable energy and we filmed everything in a 
week or two. As we were always filming, I was going to see the material in the laboratory 
and I remember calling him, ecstatically, to say that everything worked. And the film was 
made.”

A little bit thanks to Augusto M. Seabra [a critic], someone from the Berlin Festival came 
here to see João Botelho's "Tempos Difíceis" (1987). We showed him our film and he was 
selected. The Portuguese Film Institute launched a competition that gave subsidies for 
the completion and we got a subsidy to make the 16mm blow-up, the film in which we had 
filmed, for 35mm, the film in which the film was going to be projected. A large part of the 
budget was spent on this post-production".

"I've never made films with 4 or 5 people and I've never known anyone who's made them 
before in Portugal. Maybe João César Monteiro had made Quem Espera por Sapatos de 
Defunto Morre Descalço (1970) with 7 or 8 people. Even so, it was still double. The Belar-
mino (1964), by Fernando Lopes, must have been with about 12 people. We didn't have 
travellings, we had wheelchairs. We didn't even have electricians. It was an unbelievable 
experience, mainly because I didn't know it was possible to make films like this. With Joa-
quim, it was possible, and many people talked about this film when he left. Portuguese 
film production was very stagnant, there were few films to be made. And Joaquim pushed 
for that."
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3 – Miguel inhabits de room at the inn with his own 
universe. In the bathroom, he pretends to be older 
with shaving cream.  (05:52/07:27)

4 – From the balcony, Miguel sees the fisherman 
João for the first time. On the terrace, he sees Luísa 
hanging the sheets, pure and sensual with the wind. 
(07:28/10:19)

5 – At dinner, Miguel reacts badly to the adult conver-
sation between his aunt and her friend. Back in his 
room, he looks at the features of his grown body.  
(10:20/12:57)

6 – Miguel is awakened in the morning by Luísa and 
hides under the sheets in shame.  (12:58/13:57)

8 – D. Marta speaks to Luísa about Miguel’s grown 
appearance and the importance of enjoying youth. 
She seems marked by and unfortunate passage to 
adulthood. (17:09/18:13) 

12 – Miguel sees Luísa going to meet João in          
secret. He goes up to her room and finds a love let-
ter. (31:43/37:02)

10 – Miguel meets Luísa on the terrace, tells her 
about João’s foreign girls. Luísa wants to know 
details but Miguel doesn’t know how to explain her. 
(25:45/26:36) 

1 – Film credits. Two children are fishing by the 
seaside: a documentary image opens the film.  
(00:00/01:10)

7 – Miguel encounters João, who speaks to him 
about women and the troops with his adult language. 
(13:58/17:08)

11 – D. Marta rebukes João’s company. Miguel gets 
up from the table when they not let him drink coffee. 
Luísa goes in search of him and sees him listening to 
music. The two dance. (26:37/31:42)

9 – João takes Miguel fishing. Tells him about girls 
he has fun with. Asks Miguel to take a stab on a fish. 
Miguel hesitates but obeys. (18:14/25:44)

2 – Miguel arrives at the inn and is received tenderly 
by his aunt D. Marta.  (01:11/05:51)
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15 – Miguel finds a convertible car and pretends to 
drive it. Puts a cigarette in his mouth. He runs his hand 
through the other seat. Back at the inn, João chal-
lenges him for a ride in the car. (41:30/45:15)

16 – Miguel tells Luísa he doesn’t know how realize if 
someone likes him. He puts his arm around her. Luísa 
laughs. (45:16/46:26)

17 – Miguel finds Fernando, alone, in the middle of 
the night. Fernando tells him sad childhood memories. 
(46:27/48:25)

18 – Miguels tells João about his encounter with Fer-
nando. Later, he sees the two together. Angry, he 
throws a stone at Fernando’s car. João finds Miguel 
and changelles him, again, to ride the car. (48:26/52:36)

20 – João comes to have dinner with Fernando. João 
pretends not to know Luísa. He sees D. Marta’s friend 
and gets up from the table. Upon returning, he chal-
lenges Fernando to go to the village in his car and 
convinces Miguel to come with them. (53:31/59:47) 

13 – Miguel asks João, outside the inn, where was he 
the night before. João lies. Miguel hits him and the two 
fight.  (37:03/39:22)

19 –After learning that Fernando brings a mysterious 
dinner guest, D. Marta looks at the sunset: a beautiful 
but blurry view of time.  (52:37/53:30)

21 –Luísa tries to know where they are all going. Miguel 
doesn’t tell her. She watches, outside in the inn, the 
three going up the hill towards the car. (59:48/01:02:04)

14 – Luísa notices the sulky expression of Miguel, who 
refuses to talk to her. At the table, D. Marta tells Luísa 
that Dr. Fernando has arrived at the inn without his 
wife. Miguel and Luísa make up.   (39:23/41:29)
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24 – Miguel arrives at the inn and hears D. Marta ha-
ving a fight with luísa: somebody has stolen something 
from her friend. Luísa tries to stop her from calling the 
police and assumes herself as guilty. D. Marta fires her. 
(01:11:01/01:12:33)

22 – Despite not having a driver’s license, João tries to 
convince Fernando to drive his car. Fernando refuses. 
The three have fun in the village. (01:02:05/01:03:47) 

23 – The car stops on the roadside. João asks Mi-
guel to wait with Fernando while he is going to meet 
some girls. Miguel falls asleep and Fernando puts his 
coat over him. Miguel wakes up and runs away. He 
catches a ride from a trucker to the inn, telling him 
a tragic family story, likes the ones he heard before.
(01:03:48/01:08:42)

27 – Miguel tells him that Luísa was fired and accuses 
João of stealing D. Marta’s friend. João denies it. Mi-
guel points the gun athim. João makes him a caress 
and asks him to go to bed. (01:16:26/01:19:24)

28 – Fernando apologizes to D. Marta for not having 
brought Miguel home. He defends Luísa’s innocence. 
D. Marta blames João for stealing. (01:19:25/01:21:04)

30 – The girl who replaced Luísa warns Miguel that his 
bus will leave soon. He says goodbye to D. Marta. At 
the top of the hill, he looks one last time at the place 
where he spent the holidays.  (01:24:04/fim) 

25 – Miguel asks her to tell the truth. Luísa doesn’t 
answer. The two sit in bed and Luísa embraces him. 
(01:12:32/01:14:19)

29 – João tells Miguel a secret: it was him who stole the 
wallet. Miguel asks him why Luísa had accused her-
self. João tells him that there are things he cannot yet 
understand. (01:21:05/01:24:03)

26 – Miguel steals a gun in the office. He searches for 
João in the village and then waits for him in front of his 
house.(01:14:20/01:16:25)
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The first image of the film could belong to a documentary: 
two boys fishing in the rocks. Imagination blossoms when 
we look differently to what lies ahead of us. Thus, he 
recourses to the documentary in order to “fish”, between 
real people and places, a fictional story.

Professional actors get mixed with non-professional ones 
(in the picture, Luís Miguel Cintra, actor and theatre director 
and Manuel Lobão). Both are shot in the same way, without 
any distinctions. With this method, some riches arise on 
the film: an openness to improvisation in dialogue, genuine 
reactions instead of rehearsed ones, and a mixture of 
languages that accentuates the social differences between 
the characters.

Non-professional actors do not possess any representation 
techniques. Therefore, their game is much more instinctive 
and reactive. Their natural emotions jump in plain sight, as 
the tension of true gestures of the young Bruno Leite in the 
presence of Inês de Medeiros. Fiction, in touch with reality, 
creates a both sexy and innocent scene.

Is it possible to shoot on a fishing boat? With a small camera 
of 16mm and a small sound recorder, it is possible to film 
two people at high seas, surrounded by a real landscape 
and natural sunlight. The simplicity in Uma Pedra no Bolso, 
is a work moral for the whole team and becomes, for the 
viewer, a wealth made of small but true details.

1 – THE REAL IN FICTION: THE DOCUMENTARY TOOLS HELP US TO 
TELL A STORY

When we choose a film to watch, we often wask what of film it is. A comedy? A drama? 
In fact, all films are made of a bit of everything, especially when they try to bring more 
than a genre, but a simple piece of our lives. These, being made of different times, 
do not offer separate but mixed emotions. The dilemma of the characters is precisely 
the need to clarify what they feel. Uma Pedra no Bolso, in that department, is not 
that different from many films, but the direction of Joaquim Pinto, in the way he tells 
us his story, is based on an essential idea: by filming a character – either with joy, 
sadness, fear or anger – he will never show only one emotion by ignoring those that 
exist at its side.

However, two formats are recognized by the history of cinema: fiction films and docu-
mentaries. The first ones are those who tell a fictional story with professional actors, 
sometimes in studios, in imagined lands or with invented names. Documentaries, on 
the other hand, focus on filming what is true without resorting to actors, with scenes 
that weren’t written and in actual sites. Joaquim Pinto’s film manages a difficult ba-
lance act: uses the documentary tools, that is – the real, to create fiction. How does 
he do that? 

At the end of World War II, when Europe was traumatized by millions of deaths and 
murderous ideologies (which are also stories of fiction), several filmmakers decided 
to return to reality. To understand what really happened, they filmed life as it was, with 
no lies. “Italian neo-realism” was then born, baptized by directors such as Roberto 
Rossellini (Rome, Open City, 1945; Paisan, 1946), Vittorio de Sica (Bicycle Thieves, 
1948; Umberto D., 1952) or Luchino Visconti, who filmed Sicilian fishermen in The 
Earth Trembles (1948), which Joaquim Pinto would repeat later on Rabo de Peixe 
(2003), with Azorean fishermen.

Since then, many filmmakers use the documentary tools to tell their stories. Although 
invented, they seem closer to real life. How does that happen in Uma Pedra no Bolso?

FILM QUESTIONS

Joaquim Pinto shows us the place he chose for his story: a 
coast, a staircase and an inn. It is the intersection of these 
places that will weave the links of a story. By happening 
on a real site instead of a studio, the story could have 
happened in real life, at any time. The cinema, here, takes 
the details of reality to create, in a real geography, the life 
of fictional characters.
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Miguel comes to the terrace where there seems to be no 
one. An enchanted flute seems to summon Miguel to a 
mysterious zone, such as cave where it hides a treasure. 
Our senses are alerted to the possibility of a meeting. It’s 
the sound that will prepare the viewer for the arrival of 
Luísa, announcing, both in the tenderness and unrest in its 
melody, a love way too platonic for real life.

João asks Miguel to take a stab on a fish. Miguel hesitates, 
but obeys. More than his hesitation, it’s the music that 
shows us the “stab” we do not see on the screen. And that 
tells us that more than killing a fish, the same stab is taken 
on Miguel’s innocence.

The view of the sunset is usually one of the most pacifying 
images. However, the bass sound of a cello turns it, quite 
contrarily, on a moment that announces a threat, sugges-
ting that the night that would soon begin after the light 
fades, could bring an agitated period upon the characters.

Miguel feels that João was guilty of the theft that caused 
Luísa’s expulsion from the inn. He runs through the fields 
looking for him with a gun. If the sequence announces 
a moment of confrontation, it’s the music that takes us, 
again, to the agitation of his inner world: someone who, 
more than angry, feels confused about the motives of an 
adult world that forces him to react instantly.

Miguel walks through the fields while heading to the city. 
In what way is shown the solitude of a character? First, by 
placing a body on a small scale within the landscape that 
surrounds it. But it’s the soundtrack that emphasise his 
anger in this very moment. The sound of the stick hitting 
the wind and the leaves, such as his steps, is musically 
represented: with instruments played by musicians and 
added later to the image.

 
 

2 - THE SOUND HELP US TO SEE BETTER

When sound came to cinema in the late 20s, many filmmakers feared the regression 
of visual art in film. In silent films, the stories could only be told visually, without 
words. If most of the action in the first sound films relied entirely on dialogue, some 
filmmakers began realizing that sound, like image, could also be a tool to tell a story. 
And they proved that sound often reveals what exists in the image but is invisible to 
our eyes.

In Uma Pedra no Bolso, the soundtrack exalts what we see and tries to reveal to the 
viewer the inner world of the characters and elements hidden at first sight – as the 
adult world is made of dubious feelings and hidden interests, totally hidden from the 
eyes of childhood.

In addition to the use of soundtrack, the silences between the characters (more than 
the dialogues) have an equally important role of showing (or not showing... explicitly) 
what goes on between them. It is a topic which we will also look into in the following
chapters: the separate analysis of a frame, a shot and a sequence of Uma Pedra no 
Bolso, a film made of secret relations (João e Luísa), mysterious characters (Fer-
nando) and a main character (Miguel) who has difficulty understanding the said and 
the unsaid of the adult language.
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THE FACE IS A WINDOW TO THE FEELINGS

It is the difference of scales that introduce, to the eyes of the viewer, a “disturbance” in Miguel 
that will reappear in other ways, when we see Miguel dealing with the other adult characters 
in the film. So much for those in love (Luísa), for idolized figures (João), of fear (Fernando) or 
authority (D. Marta). And that becomes, therefore, one of the ways that Joaquim Pinto has to 
reveal the secret feelings of a character stuck between two ages – childhood and adulthood 
–, and that words often cannot describe. The same “disturbance” extends, for example, to the 
next scene of the film, in which Miguel reacts badly to the conversation between his aunt, D. 
Marta, and her friend, D. Cândida, who, referring to his future, addresses him as if his young 
age hadn’t enough value at the present time.

We feel, therefore, that both ages show two irreconcilable ways of existing in the world. Mi-
guel’s “disturbance” would then fail in his indecision in choosing one or the other. And his place 
in this frame also reveals the indefinite place he is at: a dark secret room where he left a path 
behind (childhood) and is now before an adulthood he desires, that he observes in secret (wit-
hout her even looking at him) but witch still cannot handle.

        

 
AN IMAGE IS NEVER ALONE
 
(00:10:39) 

The analysis of a frame cannot exist without we first talk of what comes be-
fore and after it. And for a very simple reason: a film is a constant projection 
of images, so unlike a photograph, these do not stand alone and were not 
created by the director and his film crew, to be seen that way. In cinema, an 
image lives, therefore, compared to many others in a constant projection, so 
that the viewer, in his point of view, receives its connections and sees the film 
as an illusion: that a true and real story is happening right before our eyes.

The chosen frame show us the main character of Uma Pedra no Bolso: Mi-
guel, a young boy with a child’s voice and teen body, after arriving at the inn 
where he will spend his summer vacation. Miguel walked the fields to the 
seaside, arrived at the inn, greeted his aunt, accommodated himself in his 
room, saw the fisherman by the sea and walked up to the empty terrace. 
Then the sound of a flute announces a new meeting. Miguel will arrive shortly 
after at a dark place where he will glimpse, alone by the windowpane of an 
old house, a new appearance: Luísa, D. Marta’s maid, hanging the sheets, 
under a the sun of a blue windy sky, without her knowing that someone was 
watching in that moment.

In this moment, the film shows us the first close up of Miguel’s face, visible at 
the side of the windowpane but still behind it, watching Luísa in silence while 
she moves between the sheets that dance to the wind, under the summer 
sunlight and the clear hot sky. Miguel, from the point of view of a secret obser-
ver, discovers, before the pure, sweet and feminine image; a new sensation: 
desire and the arise of secret but universal feelings, that makes us love a 
person so much (away and inaccessible, as is the age difference between the 
two) along with the images they carry (intimate and charming). This duality of 
distances is reflected, on one hand, on the remote camera position in relation 
to Luísa and secondly, in a proximity to Miguel that show us the dimension of 
his feelings: great as the scale of a face that fills the entire screen.

        

ANALYSIS OF A FRAME
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(01:13:31/01:14:20)

After waking up alone on the roadside at night, and only with Fernando at his side, Miguel, 
by feeling abandoned by João (who used the two to go have with girls), runs and catches a 
ride to the inn. Inside it, he listens to his aunt, D. Marta, discussing with Luísa. Her friend’s 
wallet was stolen that night at dinner. D. Marta runs to the phone to call the police, but 
is stopped by Luísa. Both are thinking the same: it was João, the strange element to inn 
universe (and which, until then, he had never entered), who committed the theft. Luísa, 
secretly in love with him, sacrificed herself: in a gesture of despair, she assumes as guilty. 
D. Marta, shocked, throws her out of the inn by feeling betrayed by Luísa.

It is in this very moment that Miguel goes up to Luísa’s room one last time. But this time 
it’s not empty: Luísa is packing her suitcase to leave the inn and obey D. Marta’s orders. 
Miguel approaches her and asks her to tell the truth about what happened. Luísa, knowing 
that Miguel cannot understand her reasons – by knowing that he cannot have yet the 
maturity to understand the reasons the adult world; but also because she does not want 
to disappoint him –, she stays silent. Miguel insists, saying that he will leave the inn if she 
does. In this moment, the two are sitting on the bed. The following images compose the 
chosen shot:

ANALYSIS OF A SHOT

Luísa embraces Miguel and leans him on her lap. The camera slowly approaches the 
characters, as gently as the lullaby music that is played by Luísa’s small box where she 
keeps her love letters – like the songs we used to hear in childhood, right before we close 
eyes and fall asleep. Luísa holds Miguel like a mother holds her son: as if to make him 
fall asleep and protect him from a real world where things do not go according to our 
dreams. An adult world where she already lives, knowing she could never go back to her 
innocence. An innocence she clings to in Miguel’s arms, while saying goodbye forever.

 
SILENCE TELLS US MORE THAN WORDS

The absence of Luísa’s responses, such as the lack of dialogue in the entire shot, alludes, 
in fact, to the inability that words have on explaining the emotions, such as the inability 
the dialogues have, in cinema, to make us see the inner world of its characters. The only 
oral intervention in this shot appears, in fact, on Miguel’s voice off as an adult: not by a 
description of images, but by a memory of sensations, gestures and odours. And showing, 
once again, the inability he had as child to find the right words in order to change Luísa’s 
mind, so that the grown characters he met, in this world, could live in piece with each other.

Luísa’s gesture of proximity towards Miguel – the strongest in the whole film – answers, 
therefore, to the contradiction of her feelings. Luísa, heartbroken by a guy who betrayed 
the trust of everyone, still finds herself in love with him (as she proved with her defensive 
gesture). By feeling her innocence billowing, Luísa clings to the one she helds in her arms 
– Miguel’s – who is allowed to stand in them as someone who takes refuge from a night-
mare, not knowing the reasons why it happened. These are the reasons that actually live 
in the language codes and in the relations of the adult world. A strange world for Miguel but 
behind which he still runs constantly in the days he passed at the inn.

For a mere camera movement towards the actors, the sound of lullaby coming from a 
music box, and for the silence that exists between the two characters (and its physical in-
terpretation: the arm); cinema, as a visual language, leads us by this means, to the world 
within them. And shows us, also, what holds them together: a place that lives between a 
time that has left – childhood – and a time waiting out there for them – adulthood.
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It is often said that the first sequence of a film sets the tone that we feel in the whole story, such as the first note of a musical piece sets the tone of what we will hear until the end of the 
song. So if we look at the introductory sequence of Uma Pedra no Bolso, we see that Joaquim Pinto opted to simply shoot two boys fishing in the sea among the small waves that hit 
the rocks along the coast. This gesture, in a way, symbolizes all of the gesture he tried to insert in Uma Pedra no Bolso: the choice of a real place, with non-professional actors, which 
sought, through the eyes of the camera, a chance to find a fictional story.

(00:01:11/00:10:19)

        

ANALYSIS OF A SEQUENCE

Miguel walks through the field: the world that belongs 
to João and where he will find him far from the inn. In 
doing so, he walks by the road: the territory of cars and 
Fernando’s car (coming from a city, a place that never 
appears on the film, hence the mystery of the character 
of Fernando). At the end of the film, Miguel will come 
to the village, looking for João through the streets after 
Luísa has been fired.

Miguel comes down the stairs that lead to the inn. This 
is a highly symbolic structure, as Miguel will climb and 
descend it constantly to get to every adult. It is also, 
therefore, the forced crossing between childhood and 
adulthood. More than climbing stairs, it is by not yet 
having lived those different levels that Miguel does not 
understand the motives of adult actions.

Miguel enters the inn where he will spend the next 
few days, a time that has been stored in his memory 
forever, as is revealed by the voice-off of Miguel in his 
adult years. At the top of the inn, we see the terrace 
where Miguel will find Luísa alone with her thoughts.

Miguel watches the sea and its horizon: the vision 
of an unknown future and of a place where “nothing 
happens”. He will also find, however, that it is a living 
place: a working are for João and the other fishermen.

In the tone of the sequence that opened the film, 
Joaquim Pinto shoots another detail of reality: a sign 
that indicates a real geography where the film will take 
place.

A BOY WITH NO PLACE WHO RUNS THROUGH ALL THE SITES OF THE FILM

It is the following sequence, however, that ultimately introduce us to every place where 
we are going to live the film. And it’s main protagonist, the young Miguel, will be the only 
person to get through them all, repeating his gesture in this sequence until the end of the 
film. Similarly, if Miguel crosses repeatedly the places in the film, it does not mean that 
he’s only character to get somewhere. It means, however, that none of these places will 
take him somewhere – hence the repetition of his gesture. As we are going to unders-
tand by the reading of this sequence, each adult lives in different levels and territories: 
places they rarely leave and which distance underlines, in the eyes of Miguel, the strange 
incompatibilities that exist between them. Miguel, being a character still located between 
childhood and adulthood – therefore, in an undefined place – is the only one who will be 
able to cross them.

Let us look, then, at the way Joaquim Pinto traces the geographical map in Uma Pedra 
no Bolso, and, in the same methods, gives away the first clues to the viewers so they can 
enter his film.
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D. Marta will become for Miguel an example of family 
protection although not always understood by him, as 
is natural of children.

From the balcony of the inn, Miguel looks down, by 
the sea, and finds João, a character that inhabits 
the outside world, far from the confines of his aunt’s 
authority. João will only come once to the inn, without 
D. Marta being advised of it.

Miguel goes up to the terrace, seeking to know the 
places he hadn’t seen yet. He passes through entries 
and exits and touches the walls. He walks towards the 
sea view, but turns back – he already had knowledge 
of that image. A song announces a mysterious event. 
The darkness of an interior space calls him, like a 
secret cave where treasures and enchanted wishes 
are hidden.

 Miguel installs himself at an intermediate level, in what 
should be his territory: his room, the place where he 
will inhabit with his young universe (the stereo system, 
the crayons). However, all of this will be “invaded” by 
the passion that occupies his mind: Luísa, D. Marta’s 
maid. She will wake him up in next morning, just like 
a dream, and also during the night, despite being at a 
significant distance.

After this moment, the world and levels of each character are situated. Everything is in 
motion to keep pace with Miguel in the following days, living his vacations through the 
encounter with other characters.

Miguel looks to the outside world through the window 
already within an inner world (the walls of the inn). 
This will be his position throughout the film: living 
with the emotions of what happens inside the inn and 
looking at a world, out there, from which he will gain a 
new perspective when he leave this place again. His 
aunt Marta, owner of the inn, comes out of the kitchen 
to come to him. The level of the ground floor is the 
level of her dedication for her work.

Miguel finds Luísa, alone, hanging the sheets on the 
terrace on a windy day. A pure and innocent image, 
in which stands the colour white and the proximity to 
the sky, and that will mark him for the rest of the film.
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ECHOES OF IMAGES

This section is a free association of images around the 
motives and characters from the film

1 - Femme assise, le dos tourné vers la fenêtre ouverte 
(1922), Henri Matisse; The Montreal Museum of Fine 
Arts

2 - Pierrot le fou (1965), Jean-Luc Godard

IV - CORRESPONDENCES

4

3 - The Fighting Temeraire tugged to her last berth to 
be broken up (1838), J. M. W. Turner; The National 
Gallery, Londres 

4 - Uma Pedra no Bolso (1988), Joaquim Pinto

1
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UMA PEDRA NO BOLSO (1988), JOAQUIM PINTO; 
PIERROT LE FOU (1965), JEAN-LUC GODARD; 
IL POSTO (1961), ERMANNO OLMI 

DIALOGUES BETWEEN FILMS FROM THE CINED 

THE AESTHETICS OF REAL LIFE IN PIERROT LE FOU 
(1965), JEAN-LUC GODARD

As described in the previous chapters, the working method of the 
French nouvelle vague – small crews, fast shootings and mobile 
equipment – was a central influence on Uma Pedra no Bolso, 
something that extended to the creation of the film’s aesthetics. 
That is: the refusal to film in studios, the option for a real geogra-
phy in the world, the use of natural light and the influence of real 
environments in the construction of film’s story. It is then settled, 
and in order to be closer to life, a difference to the big film crews, 
opting for an artisanal approach.

If the refusal of traditional filming methods has already been ex-
plained, it now remains to speak about the sonorous language of 
the film. In the words of Joaquim Pinto, “we used a device that, 
at that time, it was old since it was tape equipment”. “We had the 
same microphone model used in Pierrot, le fou and in practically 
every film of the nouvelle vague”. But his choice has not been re-
duced to a few financial means. “I insisted on using a microphone 
that had a way to translate the sound that was more close to the 
subjective impression the viewer has”. That is, everything that 
the viewer sees on the screen also comes to his ears, without 
erasing the “unwanted” noises in post-production, or cleaning 
dirty and imperfect environments (people talking, horns or other 
noises). This was the way to hear the real life and not a cleam 
sample of sounds. According to Joaquim Pinto, “the microphone 
hears what we, in the sense of the image’s perspective, hear, 
and if someone needs to shout, in the film, to be heard, so be it”. 
Such as João screams for his voice to be heard, by the sea, or 
when we can only hear clearly what Marianne is saying, by the 
water, as she is approaching us.
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A YOUNG BODY ATTACHED TO THE LIVES OF THE ADULTS: 
IL POSTO (1961), ERMANNO OLMI

Situated between the influences of documentary film and Italian neo-realism (discussed in Film Ques-
tions), Ermanno Olmi filmed, in Il Posto (1961), a young teenager who also “grounded”. By being forced 
to support his family, the young Domenico goes to a series of job interviews between the streets and 
corridors of a grey adult world, bureaucratic and expressionless. With a suit that is too big and a face that 
is too young, Domenico is expected to fulfil the functions of an adult job with too many responsibilities for 
a young, free and passionate life. After meeting the young Antonionetta, Domenico finds himself trapped 
in this world of adults and grieved by its ways of function: a world where people, each stuck in the office 
(or territory) they do not communicate clearly among them, and where words and gestures are made of 
secrets that a young man like him can not decipher. By being dislocated in a world that isn’t theirs, Dome-
nico and Miguel, only to spaces and always before others, they can understand what happens around 
them. Ermanno Olmi, similarly to Joaquim Pinto, turns the film’s perspective into the point of view of its 
protagonist: someone who observes the adults at all times, and vividly desires not ever to be like them, 
but who tries to understand their reasons. A young man who, despite his age, already lives among adults, 
the “punishment” against his will and desires.

Besides the thematic parallel, we also underline the importance of the sound: here, the use of silence, not 
as an absence but as a vehicle for the inner world of the characters along with their feelings, and to show 
how communication (or lack thereof) between young people and adults reveals the differences between 
two irreconcilable worlds.
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By searching for a direct connection with life, all the steps of creating Uma Pedra no 
Bolso, either is the image or the sound, try to build a foundation that, unlike the traditional 
film productions, is not based on written dialogues, on places where the lighting is artifi-
cially made, or on a sonic language without elements of noise that considered “ugly” or 
undesirable. In other words, a good part of the work process in Uma Pedra no Bolso relied 
on arriving at this place, and learning to react and interact with it. This is, therefore, the 
dialogue that the film turns out to establish with real life, refusing, to its own very limits, 
the artifices that are judged to be natural to cinema.

THE SPIRIT OF AN ERA

Off all the influences and innovations that Uma Pedra no Bolso hides, another one carries 
a particular importance: music. It too exists with a small crew (between two to five musi-
cians in pop music), it too opens the composition of a song (such as the direction of this 
film) to improvisation, and it also lives of the interaction of senses between several people 
in order to tell a story and touch, secretly, the emotions of those who are listening to it.

The songs we hear in Uma Pedra no Bolso reveal the proximity of Joaquim Pinto to some 
of the most innovative groups of Portuguese pop music of the 1980s: the Sainte Croix, 
responsible for the album The Life of He (1985), and Pop Dell'Arte, band around which 
turned much of the popular music and avant-garde made in Portugal at the time. Joaquim 
Pinto knows them, oddly enough, while working in the music recording of Os Canibais 
(1988) by Manoel de Oliveira. Between the breaks of the recording of the choir (individual-
ly made, singer by singer), the director visits the recordings made on the top floor, a group 
which is in its beginnings, watching his unorthodox methods to get a less clear sound and 
a more true one (rather like Joaquim Pinto in the composition of the sound of his film).

It is the music of these two groups that young Miguel will hear when he’s alone, something 
that helps situating Uma Pedra no Bolso in a given period of Portuguese history and that 
deliver, to the soundtrack and the film itself, a contemporary trace on the year of its debut.

 

3

PATHS BETWEEN OTHER ART FORMS: MUSIC
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Paula and Miguel Azguime told us about their creation process in Uma Pedra no Bolso: 
"We met Joaquim, for the first time, in the recording of Manoel de Oliveira's Soulier de 
Satin, in which he was making sound, and he asked us, after recording our records, if 
we could make the music for his film. We talked about the structure of the film and went 
into the studio with some proposals already defined, that is, with some compositions for 
some scenes. But then we adapted everything to the time of the film the moment we saw 
it. There were some things that we already knew would be for music, others just for 'brui-
tage' [sound] or even silence. Many times, the 'bruitage' was not realistic, it was made in 
a musical way, and this was innovative, because it met the ambiguity between the realistic 
and fictional side of the film". In other words, "music was really creation, not a backdrop 
for decorating the image. The language that is there is our language, because what we 
were asked to do was a reading of what we saw through our senses".

COMPOSING A SONG LIKE ONE COMPOSES A FILM

It is in the music composition of a film (something different from the soundtrack, which is 
composed of songs by other groups designed for their records and then used in the film) 
that will arise a reaction work. That is, the music does not serve to confirm what we see in 
the picture but it is there, on the other hand, to contradict what the viewer thinks he sees 
at first sight - like the dialogues between the adults of the film and the young Miguel, when 
they are actually hiding their secrets behind what they say.

Unlike most film productions, the music of Uma Pedra no Bolso was not previously com-
posed by director’s order, to be integrated in the final version of the film. Joaquim Pinto 
explains that "normally, when music is recorded films, is recorded without seeing the 
actual images" - incredible as it may seem to a spectator. It was then when he decided 
to invite the Miso Ensemble (Paula and Miguel Azguime) to react to the film, projecting 
it into a studio where the two musicians played, live, as they watched the images before 
them. "At the time, in Portugal, with the exception of a studio owned by Valentim de 
Carvalho, it was not possible to record music with projected image. In the 80s, none of it 
was functional”. But just like his method of creation of this film, Joaquim Pinto managed 
to counter the norm.

By being able to watch the film and react to it, the two musicians work, unlike professional 
musicians of an orchestra that follow an agenda (or professional actors following a script), 
as the creators of a new language, such as non-professional actors are filmed reacting 
to world they face with only with emotion and instinct. By improvising with simple instru-
ments (percussion and flute), such as the simple instruments of a film crew (a camera 
and a microphone), the musicians speak with notes and sounds, before the images that 
are projected for them, about the invisible tensions between the characters, their secret 
feelings and lies that circulate among them and never fess up.

Some examples of the musical creative process, and that originate some of the double 
meanings of the film, are set out in chapter "Film Questions" (in section "The sound helps 
us to see better").
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Miguel and Paula Azguime, Miso Ensemble 

"In practical terms, we defined some material, even if we were going to improvise later. 
He told us where he wanted music and where he wanted silence, but then that even chan-
ged. Then it was: action! The film was running, and we were playing. Noises, music, eve-
rything. A lot was done in real time, that is, our breaks were also recorded, our silence is 
in the film. It's a lively, live reaction". This, curiously, is the method that was applied to the 
sound of films at the time of silent cinema, when the films were projected with a musician, 
a band or an orchestra playing live in front of the audience that saw them.

Paula and Miguel Azguime say they did it all in "two days." And deep down, what's the 
difference between working in this way and the one that's most often done in cinema 
today? "We've been asked: here, I'd like a play like Debussy. Here, I wanted something 
like Stravinski. Here, a bit of Beethoven. And we answered: in this case, it's better to get 
all these songs. The 'making a song like that' thing... You don't offer what you're looking 
for. It's not a work of creation nor does it respond to what the film may have. With Joa-
quim, it's exactly the opposite."

Some examples of musical creation work, which originate some of the double meanings 
of the film, are shown in the chapter Film questions (in the section The sound helps us 
to see better).



IV - C
O

R
R

ESPO
N

D
EN

C
ES

29

The reception of the film in Portugal and in the world

Fruit of the selection for the Panorama section of the 38th Berlin Film Festival (one of 
the world's greatest film festivals along with the festivals in Cannes, Locarno and Venice) 
Uma Pedra no Bolso was one of the most talked about Portuguese and European films 
of 1988. Augusto M. Seabra, for Expresso on February 20th of that year, describes what 
makes the film unique in Portuguese cinema: "An entirely different tone appears in Portu-
guese cinema, a spontaneous tone that some may confuse with improvisation or with the 
Rohmer’s model. But more than the invocation of a model, attention must be paid to what 
is essential: the extreme intensity in the circulations of looks and the 'fairness' in which it 
is organized, understanding by 'fairness' the ability to give a voice and points of view on 
the different bodies and ages, all on a possibly dangerous, but always subtle, game. If 
only one adjective could be named, it would be the 'delicacy' (...). Under the appearances 
of a 'short film', this is one of the most auspicious debuts of the new generation of Por-
tuguese cinema”. The film also did not go unnoticed in the international press. Variety, 
the film industry magazine, describes the film, in the edition of February 24th, as "a first 
sensitive film (...) a film that marks the arrival of a young and sensitive director who is 
obviously dedicated”5.

The journalist of "O Independente", on May 27th of that year, recalls the international 
film route: "From Berlin, many other festivals have asked for the film. Next week will be 
Hamburg. The American Film Institute selected the film for a film exhibition in Washington 
and then in Los Angeles (...). And there will be Italy, France, Spain, Montréal, Toronto”.

After the world premiere, the film indeed ran several film festivals, including the Rotter-
dam International Film Festival, the International Film Festival of Figueira da Foz (where 
it was exhibited in a national preliminary debut) and the Trojan Film Festival (where he 
received the award Best First Work). While passing by the Belfort Festival - Entrevues 
(where it received the Special Jury Prize), Cahiers du Cinéma highlighted the ability of a 
director to various fields of work in cinema: "A profile of one-man band which gives Uma 
Pedra no Bolso an aesthetic coherence of a simple and exemplary rigor. (...) If the subject 
is not at all unique, Joaquim Pinto gives you a beautiful and personal truth that ultimately 
reveals, in its natural classicism, a real pleasure of filming"(6).

The commercial distribution of the film in Portugal would only happen in June 16th 
of 1989 by the hands of Paulo Branco, who opened at that time a new distributor 
and exhibitor of films in Portugal (Atalanta and Medeia Movies, respectively). It was 
inaugurated with Uma Pedra no Bolso, a new cinematic offer that deviated from the 
American industry films that took place in all film theatres in Portugal.

It is around this time that the critic Manuel S. Fonseca describes, on June 21st, in 
the publication "Face", the wealth behind Joaquim Pinto’s debut film: "Uma Pedra no 
Bolso (...) is much more beautiful as is true. (...) The viewer discovers that the sound 
(scarce and effulgent like a short verse) does not confirm the images, and that the 
players do not support the scenario (...) is a film of dissonances. (...) Uma Pedra no 
Bolso opens another way of being a Portuguese film (...) rediscovering the landscape 
of sensuality (...) making the actors face the emotions in a strictly physical method 
(...) rebalancing the film's relationship with the viewer, giving him, in each shot, a 
valid interlocutor, be it a character, a scenario (the steps of a steep staircase, a 
balcony all crossed out in red), or the blue and white light of the coastline. (...) There 
hasn’t been such a sensual first work in many years, so perky and yet so contained 
in the Portuguese cinema".

The same look of Joaquim Pinto on the sites where he filmed is a major focus of 
Jorge Leitão Ramos's article about the filme, on September 8: "It's beautiful (...) to 
see a filmmaker who knows how to work the space, color and light; a filmmaker who 
realizes that not everything goes through dialogues and the actors and who knows, 
for example, how to work a summer sky and put it to walk between the light and the 
unconscious transparency for dull gradations, as the rude learning of feelings takes 
place as Miguel’s ritual of initiation. It is beautiful to see how Joaquim Pinto shoots 
the cliffs, the distance, the water in a way that makes us viewers actually breathe 
them”.

The writer Maria Teresa Horta spoke in O Tempo, on July 20th of 1989, about the 
hidden desires and the prudish eroticism with which Joaquim Pinto filmed his actors: 
"(...) A brand new Portuguese director, as serene as his films. In their delicate ap-
proach to a certain sexuality, in a certain tenderness, in a certain way of love. (...) 
With a sinless shade of purity, I would say ... embroidered, woven into the film itself, 
with a mastery that no one anticipated. And it’s this other look, this other speech, 
and this other way of filming that Joaquim Pinto brings to the Portuguese cinemato-
graphy”.

The screening of the film on national public television (February 12th, 1991, RTP2) is 
made, oddly enough, in parallel to another type of cinema: 1941 by Steven Spielberg 
(RTP1). The Público newspaper, in that day and written by Manuel Cintra Ferreira, 
portrays precisely these "two models of cinema": "1941 regardless of its qualities 
(and there many) is the perfect example of the bet on the prestige, the accumulation 
of effects and of the economical waste provided by the industry; Uma Pedra no Bolso, 
on the other hand, it is a handmade film, dependent only on the will, persistence and 
love for cinema”.
 
 (5) “A sensitive first feature (…). Not a world-beater, but a film that marks the arrival of a sensitive and obviously dedicated young 
director.”
 (6)  This one-man orchestra profile gives Uma Pedra no Bolso (A Stone in the Pocket) an aesthetic coherence of simple and exemplary 
rigour. (...) If the subject is hardly original, Joaquim Pinto infuses it with a beautiful and personal truth that reveals, in a natural classi-
cism, a real pleasure to film".. Le journal des Cahiers, Cahiers du Cinéma

RECEPTION OF THE FILM: CROSSED POINTS OF 
VIEW
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Echoing with the pedagogical principles announced on the intro-
duction of this booklet (page 2), it is encouraged to make an in-
tuitive and sensitive approach to the film by using the tools that 
appear in its content. The section Film Chapters serves as a 
reference to the moments on which these educational itineraries 
have addressed for, in addition to a glossary with all the cinematic 
vocabulary, available on the CinED website.

 
BEFORE THE SCREENING

* 1. A work about the poster (cf. p 3)

- Analysis of the composition and aesthetics. What colours are 
used? Which characters appear in it? What other information 
is taken?

The colour blue is particularly important on the poster: by referring 
to a landscape of film (the sea), by leading us for a melancholic 
dimension (in the boy alone in the poster, and in landscape of the 
film, although it seems to be looking at someone), and because it 
leads us not only to a certain point in the film (chapter 4; analy-
sis of a frame), but for his latest shot, when Miguel looks at the 
landscape where he spent his vacation, back to the camera and 
front to the horizon.

- The feeling of the poster: What is it that makes us feel when we 
look at it? What look does the character portray? (cf. p 3).

The choice to have just one character on the poster gives us the 
first information about the film, even before we see him: this boy 
who will guide us through it and is his perspective that will mark 
its course.

* 2. The characters in the film

- Choose movie frames where Miguel is alone with the other cha-
racters (D. Marta, Luísa, João and Fernando), show them to the 
students and ask what situation they think is happening between 
these characters: who they could be in relation to Miguel and to 
what Miguel might feel about them.

"good" or "bad" in cinema, but in most cases (and in films with 
a direct connection with life) the characters can be both "good" 
and "bad" because of the complexity of human nature and fee-
lings.

- Differentiate the interpretations of the actors from chapter 20 of 
the film: divide them into two groups (professional and non-pro-
fessional) and discuss with students the differences that appear 
to exist in their behaviour, in their language, their way of spea-
king.

- Ask the students to look at the character of João, chapter 20, 
and differentiate it in appearance, posture, conversation and 
language, in relation to the rest of the film.

This proposal refers directly to the "real in fiction", in chapter Film 
questions.

* 3. The sound and the silences of the film

 - Show scenes 24 and 25, when Miguel discovers that Luísa was 
fired from the inn, until the moment that Miguel enters her room. 
Discuss with students what happened to Luísa.

Like Miguel, the viewers of the film, of about the same age, just 
observe and guess the reason behind Luísa’s gesture - to position 
herself as guilty of theft. It's his look at Luisa's gesture that makes 
him guess the reasons she tried to hide, verbally, in her dialogue 
with D. Marta.

- Project the shot where Luísa embraces Miguel in silence. Dis-
cuss with the students the absence of Luisa's words to Miguel 
and the significance of her gesture. Why it is that Luísa did not 
say anything to Miguel? What kind of music is playing when they 
embrace, and when we hear it in our lives?

This point makes direct reference to chapter Analysis of a shot. 
The gesture of Luísa is a substitute for the words she cannot give. 
In cinema, a gesture replaces, more effectively, an explanation 
with words for what a character is feeling. The use of lullaby music 
is what the "push" us, on the other hand, to the inner world of the 
characters and a lost time: the innocence that ended here.

* 4. The music of the film

 - Discuss with students the tools they heard playing throughout 
the film. At what times do these instruments appear?

EDUCATIONAL ITINERARIES This suggestion may serve to stimulate the students in one of 
the most interesting themes of the film: the complex relationships 
between the characters in the film and if what they seem to be at 
first, remain the same after seeing the film.

* 3. Miguel’s universe

- Display the frame of Miguel settling in the inn bedroom (chapter 
3) and ask what song would they hear if they were in the same 
situation (the arrival at a new room in the summer, a vacation 
spot), and what paintings would they design if they were in this 
place (or with what colours).

This proposal can also serve to build a bridge between the res-
ponses of students and Joaquim Pinto’s options on the music and 
the colors that appear in his film and in this place.

AFTER THE SCREENING
 
These questions are a direct reference to the chapter Film Ques-
tions and to the moments present on the analysis of the film.

* 1. The places of the film

- How many different places can you identify in the film? What 
place does each character appear to belong?

This proposal refers to chapter Analysis of a sequence, serving 
students to identify the "territories" of each character in the film, 
how important are they for the construction of the characters; and 
to understand that these separations underline the gap between 
adult characters, only one character - Miguel - can cross all sites 
(without any of them really belonging to him, because even Luísa 
invades his room - chapter 6).

* 2. The characters in the film and the interpretation of the 
actors

- What characters appear on the film? What are they in relation to 
Miguel? How do they behave with him?

  The look of the students while addressing these issues is not 
for drastic distinctions between the characters in the film and 
how their relationships are managed with Miguel. The orienta-
tion of the exercise will serve, on the other hand, the students in 
order to understand that there are no characters who are strictly 
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This point refers to chapter Film Questions - the sound helps 
us to see better. Some examples: the flute that opens the film, 
like someone is about to start announcing a story, or a meeting 
when Miguel is on the terrace and finds Luísa; the percussion that 
can be heard when Miguel gives takes a stab on a fish and on 
his innocence, which also marks his chase after João with a gun; 
the cello plays on D. Marta as she watching the sunset, putting a 
threatening tone in an image that should be pacific and quiet. Its 
use is therefore not decorative: serves to complete what the image 
says or revealing something it hides from us.

* 5. The novelty implicated on the making of this film

- Go back to look again at the credits of the film, take your tech-
nical sheet, and discuss with students the number people that 
were part of its team. It is a small or large team? Remember the 
movie credits that are seen in films that go on television or in the 
film theatre nowadays. Take the statements of Joaquim Pinto 
and João Pedro Bénard in chapter Affiliations, Testimonies 
and Contexts - an artisanal production.

* 6. The picture of a country

- From chapter Contexts - Portugal in the late 80s, discuss with 
students what kind of social class each character seems to be-
long. Among them, who are those who still have the future ahead 
of them? Who already seems to have lived much? In which era 
have each character have lived before this film? Draw a paral-
lel with a country that had just exited a dictatorship (older cha-
racters) and with those who have only known a country where 
democracy was installed since they were born (Miguel).

In a dictatorship, people live in secret and do not confess their true 
feelings to each other (for that is the very nature of a dictatorial 
regime, where there is no freedom of expression, there are no 
feelings). The discussion of this point goes beyond the narrative 
interpretation and study of characters: establishes a direct link 
between the way of living of a country - Portugal - in the 1980s, 
shortly after the end of the dictatorship, and moments before its 
greater economic and democratic growth. 

 

director choose these movements? What other moments reveal 
a particular choice of the director to insert the moving shots?

 
The parallel between these two moments, along with their camera 
movements (when Luísa searches for Miguel and Miguel searches 
for something in Luísa’s room), helps the students understand that 
a language of a film is directly related to what the characters can 
feel for each other, causing the eyes of the viewer to create a 
greater connection between them.
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INTERACTION WITH IMAGES, PLANS AND SEQUENCES

 
* 1. Work on still images
  
- From the item What is at stake in this film, identify what is hap-

pening at the moment and what bridges are established with the 
entire film story. Which characters are involved? How are their 
relations between them at that particular time? What action is 
taking place in this image and how it changes the relationships 
between the characters in the film? What is the meaning of that 
moment and of what will happen in the end? 

Other images may be used in addition to the one in this chapter 
(and preferably chosen by the students).

- From the item Analysis of a frame, select an image from the 
film and launch a discussion on the visual composition of the 
shot: the scale of the shot in relation to the space where the 
characters are, where are they looking at, how are they in agree-
ment (or disagreement) with the action present in this shot.

 
The example chosen in this booklet can serve, for example, to 
speak of the importance of the close up plan in cinema: the option 
to shoot the face of an actor, very closely, serves to give impor-
tance, and more space, the feelings that a face guards inside.
 
-  From the line Echoes of images, select an image from the film 

and challenge students to draw it on paper, in order to introduce 
their own interpretation of it. Building bridges for further creative 
work, where everyone draws a picture that reflects what they 
took from the film. Launch a possible discussion about referrals 
and other images from other films, other art forms, or the lives of 
the students that have arisen in their minds during the viewing.

 
 * 2. Work on moving images

- A shot is that which exists between two image cuts. A sequence 
on the other hand, has a bigger continuity in time, as it brings 
together several shots and concentrates a certain moment in 
the film. This difference can be discussed from the chapters 
Analysis of shot and Analysis of a sequence. From the film 
chapters, discuss with the students what are the sequences of 
the film, according to their reading, and how it can be divided by 
the strongest moments of the action.

 This proposal could help students to draw an emotional movie 
map, making their reading not only determined by gestures but 
by what is behind these gestures.

- Most of the film shots are fixed. But there are exceptions: in 
chapters 11 and 12, the camera moves with a travelling to ac-
company the silent footsteps of Miguel and Luísa. Why did the 
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