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Transcription of the episode 1 with Vier and Bruno Caetano

[00:00:14 Martin Dale]: So I'd like to welcome everyone to another episode of the podcast
Filming in Portugal. See the big Picture, an initiative of the Portugal Film Commission. My name
is Martin Dale. I'm a contributing journalist to Variety and delighted to have with us today, two
guests, Bruno Caetano, who's a founding member of COLA Audiovisual Collective, and Vier, a
multidisciplinary artist who's been working in multiple fields, animation, painting, immersive
media. They both came together because Vier directed and Bruno co-produced, or was the joint
co-producer together with Susana Miguel Antonio, of the immersive film Lucido, that played in
the Cannes Immersive competition, which had its third edition this year, but was the first time
that a Portuguese production was included in the competition. So delighted to have both of you
with us. And perhaps we could begin with... | don't know if Bruno or Vier wants to speak first,
but talk about COLA and talk about the productions and how Lucido came about.

[00:01:24 Bruno Caetano]: Well, good morning, Martin. Thank you very much. Okay. So COLA
came about a little over ten years ago, with a group of professionals that were trying to do
something slightly different. Not a regular production company, but sort of a collective of sorts,
a way for us to find work, get each other's work... And maybe if we're under this umbrella, there's
a bigger chance to be seen as, not an individual, but as something bigger than that. And with
time, we started doing... At first, we wanted to do more workshops, master classes, to get people
to know a little bit better what animation is, the technical and artistic side of it. And with time
we started getting requests for work. We started with music videos, commission films, some
advertisements. And then we decided to try the impossible, which was to try to get some
financing to do projects that we created, stories that we wanted to tell. And we were lucky
enough to start getting some funds, and we started doing some productions, and some co-
productions. And with time, things started falling into place and we were lucky enough to do
quite a few short films until now and films that we're very proud of. And we managed to work
with people that became family. And that's how COLA is nowadays, it's still a group of friends
that try to help each other out and as best as possible, try to tell stories. That's pretty much it.

[00:03:06 Martin]: Wonderful introduction. And Vier, maybe complementing it. So your own
experience with Lucido, was not the first time you're working in immersive or animation. But if
you could talk a bit of your own background and how you came to be directing Lucido.

[00:03:23 Vier]: I've been working in VR for a while, and previously I've done an animation film,
and | sort of see Lucido was an extension of the visual work that I've been developing over the
years. | create this sort of double images that can be interpreted in multiple ways, and that was
the genesis of Lucido, it was a specific image that | painted while | was doing my master's, of this
boy sitting at a sofa and being haunted by a double image, or like a clone, sort of traversing a
portal. And if you rotated the image, you would see his melancholic face looking at a screen,
and... | found that image to be very evocative. And | started thinking about it. | started thinking
about how | would integrate this sort of double imagery into three dimensional space, in virtual
reality. And then | started thinking about narratives that would make sense in VR. How would |
use the body of the avatar in an interesting way?

And | came to the concept of the lucid dream, of a dream that you know that you're dreaming.
And | found that those dream worlds would be very interesting to explore in virtual reality and



create a narrative around it. And thematically, also the concept of being aware and unaware of
wanting to believe fantasy or wanting to be in control. | found those binaries to be quite
interesting to explore in a thematic way.

And that was how Lucido came to be. It was from all these different influences, both the visual
double imagery, extending my usually 2D work to three dimensions, but also my interest in
exploring different ways of storytelling or using this new medium to tell stories in a new way. So
it was both, those desires to explore a new medium and also to see how my visual work would
function or would translate into VR.

[00:05:47 Martin]: My myself, I've only seen the trailer. | haven't yet seen the film, and the trailer
obviously is in a normal 2D, or the one that | saw, anyway. With VR, the main way that we can
view it is through the headsets and watching it through the headset. And there are certain
developments enabling VR... There's been some experiments in, at least in that way, of having
even auditoriums that can project a more immersive video. But if you could explain, | presume
it's just a traditional headset way of seeing it. But, explain a bit how we see it and what immersive
media means for both of you. Perhaps beginning with Vier.

[00:06:28 Vier]: In the case of the Lucido, you would use a common headset. You put it on and
you embody the protagonist, embody Gil, who's a young man that learns to control his dreams
with the help of his boyfriend. During the narrative, sometimes lose control of the protagonist,
and the protagonist leaves your body, and that's part of the narrative. So Lucido really uses the
fact that you can be the avatar to tell the story that it wants to tell.

But also, not only can you fully immerse yourself visually in the work, that is, you can look around
and your gaze will, like, the environment will follow your gaze, but you can also interact with it.
You can use... We have two versions. You can either use your hands and activate interactions
through gestures, or you can use controllers and by pressing the buttons, you will interact with
the world. So it has, at least, those two levels of immersion. You can both be completely
immersed, immersed visually, but also you can interact with the world in order to advance in the
story.

To me, immersion is that, is like... We are emerging machines. We don't need a lot to be
completely immersed in the work. That's why cinema works. That's why painting works. That's
why just soundscapes and closing your eyes can transport you to another world. What VR does
is it uses the sensation of being in a place, what we call “presence”, like the belief that you are
there, physically, to enhance that sense of immersion. So it's a degree like, if you imagine a
staircase of different “immersiveness” of a specific media, VR tries to include more of your
capabilities of belief in the physicality of being in a place. And with that comes new things that
we can play with as directors. For instance, | can play with the sensation of scale, because now
you have a body and your body has a size and relationship with the rest of the world. So you can
make the user feel small or huge. And that's something you can't really do with other media,
because it doesn't use that sensation of being there like VR does.

And also you can play with movement, you can move around the environment, and you have
that physical sensation of moving around. And that can also enhance the narrative. For instance,
in Lucido there comes a point where your character has developed such a control of the dream
world that they're able to fly, and you have that feeling of being able to move anywhere you
want in the dream world. In this case, you need to close your fist and point where you want to
fly. But it does that well. It provides more strategies for directing, for telling a story. At the same
time, you need to be more mindful of how you direct the world, how you construct the world in



order to tell the story that you want. Because with more freedom comes also more possibilities
of the user doesn't behaving how you want them to. So that also adds another level of direction
that you need to be aware of as a creative.

[00:10:06 Martin]: Following up from that, before shifting to Bruno. The interactive element.
Can the viewer, can the participant effectively change the story? Change the narrative? Link to
what you were just saying? They may not do what you, as the director, necessarily expected or
wanted them to do. So how much room for change? | mean, presumably there have to be some
limits. Otherwise you're creating a limitless world.

[00:10:33 Vier]: Yes. Of course.

[00:10:34 Martin]: So what, how do you, in effect, constrain the user so that they've got the
option to be interactive, but it's within the structure that's workable for you?

[00:10:47 Vier]: In the case of Lucido, | wanted to create a cinematic experience. So all the
interactions are behaviors that the character that the user is embodying will do. So if at a given
point of the narrative, | need the protagonist to play around and explore the world and that's
part of the character's story, then | will allow the user to do it. But if a behavior is not part of the
protagonist or, in this case, the character that the user is embodying, | will not call the experience
in order to allow it.

But that's because I'm trying to make a linear narrative, the story of Lucido is always the same.
The speed at which the characters might do certain behaviors might be different from user to
user, depending on how long they take to figure out that they need to do a specific interaction
at a specific point in the narrative. But the narrative remains the same, and all the interactions
are justified by the narrative. They have a storytelling purpose. But that differs from a more
gaming approach or a nonlinear narrative approach, where you might have different endings or
might have different ways of getting to the end. But that just wasn't the thing that | wanted to
create.

[00:12:17 Martin]: Great. Okay, well, I'm going to come back to you, obviously, but to Bruno,
given your experience at COLA Animation, spans very multiple different types of animation, and
| think you've also produced some live action as well, and some projects that combine the two.
What do you feel, following on from what Vier talked about, what do you feel this immersive
media brings as new opportunities?

[00:12:43 Bruno]: As a fan of animation and as well a fan of new technologies and new ways to
tell stories, and also as a gamer as well, | was always intrigued with virtual reality. | grew up, I'm
46 years old, | grew up in this time where if you wanted to have this immersive experience, you
would have to go towards somewhere, like a indoor amusement park where you had to put on
huge helmets, sit down on huge chairs. It was all this big thing. And with time, things started
changing. A couple of years ago, | visited a couple of friends in a production company. They
already had, this was, | would say, about ten years ago, they had an old relative of the glasses we
use now. And | tried it. But again, it had a cable stuck to the computer. It had speakers set up in
specific places. It would still... You would not go somewhere to experience that immersive thing.
But there's still this room that you needed to have. A couple of years ago, and having talked with
Vier because Vier has been deep into VR for a long time, | started getting curiosity and | then
understood that you can now buy a headset and have it at home for a fairly cheap price.
Especially if you use it for work, it ends up making a lot of sense.



And during the pandemic, | actually got a pair of glasses, headsets. And | was amazed of what
could be accomplished. | was very ignorant of what people were doing, and | thought it was
mostly gaming, but there were short films, documentaries, a lot of experience to stimulate your
perception and it opened up the horizon. But | was very scared, because | know stop motion. |
know 2D animation. I've worked as a set builder, a prop builder, a puppet builder. | animated in
2D animation. I've done old school, in the paper, scanning to the animation. 3D animation, | know
a little bit. But this is something completely different. But talking to Vier and as well, because of
the story itself that we are presented and the fact that we're talking about lucid dreaming, which
is something both Vier and | enjoy, | started feeling comfortable. Something that seemed so alien,
so weird, all of a sudden | felt like, hey, maybe we could do this. And COLA had already done
some augmented reality projects, which technically also scared me at first. But then with the
right people, things ended up happening very well.

But again, VR was something completely different. But | felt safe. Both me and Susana, Susana
was working with us back then, we discussed it and it was something that both of us had no idea,
the complexity, technical complexity of it. But Vier put us at ease and we managed to get a team
of people, because like animation, this is a teamwork. We managed to get a group of people with
their own specific skills, and Vier, as in the helm of the production, ended up taking the most
and the best possible from each one of them. It took a while, but... And now imagine this as a
producer, for years, both me and Susana, we were following the updates, taking care of the team
and paying at the end of the month and all that.

But it was only two years later that | managed to experience what we were working on. It's not
like animation where we get the dailies, we get to see what animation is doing here. It was a lot
more spaced and we could see some animations and some bits in normal way, but not in the
immersive way like Vier intended it to be experienced. So when | finally got the chance, | was
amazed. It was incredible. And | think the best word to describe it is immersive, because you are
in this universe that we created, you are a part of that story. Those characters are with you. It's
incredible.

[00:17:11 Martin]: That's great. I'd like to, before getting into more detail on Lucido itself and
the different partners involved, | wanted to get a more question of the positioning, like VR and
immersive media has been around for a few years now. The take up, when it first came, it was
over ten years ago... Began having those headsets, as you mentioned, Bruno. Some of them
linked to the computer with the cable and so on. But it's taken a while to take off. It's also
obviously in the context of overall technological developments. So | think the interest in
“immersiveness” is increasing, even if we look at the IMAX films and so on, the idea of being able
to be in a space where you're getting an immersive experience, but there's something very
specific of VR that in some ways it goes back to the origins of the moving picture, of the moving
images, of an individualized experience rather than... It can be collective, but it's collective in a
different way, because through the headset, you're getting an individual experience and you're
getting those options of interaction, as Vier mentioned, in certain cases. So within this dynamic
mix of technology, obviously now with Al as well developing, also people are often working with
these headsets in different contexts, not just in the industry of animation, but in many areas they
can be using these for working.

So do you see - sort of a provocative question -, is VR something which was going to take off and
become really central to the experience of media, or will it on a certain level... it's been more
peripheral. Will it remain peripheral? Will it take center stage? I'll ask Bruno first and then Vier.



But how do you see, within this overall mix of the drive towards “immersiveness”, technological
development, how do you see immersive media in VR?

[00:19:18 Bruno]: Well, | don't think it will ever get center stage. | think it will always be
peripheral. Even though with the democratization of technology, it's accessible nowadays. You'll
buy two amazing headsets for the same price as you buy one decent phone. But there is this
kind of fear of the unknown. And when | have people over and | tell them, do you want to try it?
And | put the headset on, people are defensive right away. Just when the experience starts, they
understand that it's expensive and not something that to hold you back.

And | think there's too much of a, how do you call it? It's too big of a pitch to tell the person,
listen, you can have this headset in your house and you can use it to... Do you like to travel? Well,
you can put a headset on. It's not the same thing, but in a few seconds, you can be walking on a
beach in Bali. Or you can be fighting aliens in space. It's not a very easy thing to pitch. People get
excited, but the technological barriers make it seem difficult and almost impossible for people
to be able to use it. But it's not. It's fairly simple, but | think it's too much of a leap for people to
take. It's getting better. And kids nowadays use it more often. Even with the cell phones, there
are some glasses you can make out of cardboard, and you put your cellphone and it works. But
it's, again, it requires some room.

It requires the glasses, it requires the will to try something new. And all these together, | think,
will make that for most people... They will have this barrier to move forward. But who knows
what the future might bring and, again, with this democratization of technology, it might start
getting even cheaper and cheaper. Now you have the glasses for augmented reality, and | think
that will pick up faster than VR. But we'll see. I'm here for it. And like we were talking before, me
and Vier, we managed to go to the immersive competition in Cannes. And we did see loads of
different things that are coming towards us with the immersive rooms and the domes. Yeah. So
the future is bright when it comes to storytelling. There's a lot of ways for storytellers to tell their
stories in a different way.

[00:22:06 Martin]: Great, okay. So shifting to Vier, what do you feel? | mean, your own interest
has been very much focused on VR. There is a certain, | think what Bruno was mentioning, in
terms of the take up, certain reticence among some people, but at the same time, it is a cutting
edge technology. So how do you see its future, its current and likely evolution?

[00:22:31 Vier]: | think | try to contextualize success or the... My interest in the technology
doesn't come from a Silicon Valley narrative or replacement. That is, | don't think we should value
a technology by its ability to become ubiquitous. Like in the case of VR, | see a lot of interesting
artistic potential in it. Like the first time that | experienced VR, | was struck by a sense of “How is
this not... how is not every artist that | know doing something here?” Because | just found, just
the concept of this infinite space that is programmable, that is molded to my desires as an artist,
it was very compelling.

Just usually when you have the ability to, for instance, if you want to do a huge exhibition in this
extremely large space, you need a lot of funding, you need a lot of bureaucracy behind it. And
also it takes a very long time to just fill a space with the worlds or the artwork that you want to
present. Butin VR you do it all digitally and you can do it with a normal computer. And that sense
of being able to create Universes, creating worlds, and being able to explore them. It just filled
me with inspiration. | just wanted to do something for it. And | did. | first contacted the VR, | did
my first VR experience...



[00:24:24 Martin]: I'm interested in that with you, Vier, that the more shaky the images, it's more
likely for some people to create motion sickness. How much... Whenever we're making a film,
we're thinking of the spectator. In this particular case, there's an extra dimension of how you can
involve the spectator, in the worst case scenario, avoiding motion sickness and so on. But you're
constructing a world that has certain of its own rules. If you could talk about how that's achieved,
what the sort of challenges that are involved.

[00:25:00 Vier]: There's a lot of challenges. Obviously, the first one is how do you direct the user
gaze to where you want the action to take place. So that you can use all the usual strategies of
theatre and cinema, like design, movement, sound... | think the more interesting challenges
come from, first, the fact that it's a relatively new technology. So a lot of the users don't know
how to read the experience. They don't have a language of VR. So, there's usually, or at least |
tried create in Lucido an initial scene that onboard the user into VR itself. So one of the first
scenes is very calm. You wake up in a bed and there's not a lot of action going on besides the
main dialogue, and you're slowly introduced to the interactive aspect of the narrative. And after
that, then the experience grows, and you have more freedom to explore. And it becomes a little
bit more challenging as the experience evolves. And besides that, of course, the case of the
motion sickness, there were specific things that | wanted to do that | had to remove, because
they would cause such a motion sickness, that was like... This is like an entrance into one of the
worlds. You'd see it from above, and then you would move and rotate at the same time, and that
would cause immediate motion sickness in everybody, including myself, when | was testing.

And | really love the effect of, in that specific world, the shadows of the buildings become the
buildings themselves. And you realize that specifically from that rotation. But | couldn't do that.
It would ruin the experience for most people. And | ended up like... Start already on the ground.
You don't have that sort of rotating camera movement, that in cinema wouldn't be an issue at
all. Like, you just rotate the camera, no one would even think about it. And | do love a zoom. | do
love to zoom in and zoom out, | did that in my films, my 2D films as well. | love a slow zoom into
something or a slow zoom out. But in VR, you need to be very careful with that if you want to...
If you want to have any sort of user movement that it's not motivated by the user, you're playing
with fire, you're playing with the potential of motion sickness.

So you either do very slow user movements that are not motivated by the user, or the movement
that the user has needs to be, well, it needs to be a consequence of a user action. So for instance,
in the case of flying, it's the user that decides when they want to fly and they do a physical
movement in order to do it. And that physicality helps to the motion sickness.

[00:28:22 Martin]: That's great. Well, maybe, | mean, the, the subject matter of Lucido, the lucid
dreaming, the whole link to dreaming. Obviously, the dream world is a dimension of artistic
creation probably since prehistory. It's this interest that man has, that humans have this other
dimension that we have within our experiences that we don't fully understand. In the case of
cinema, from its very invention, there's been this connection, it's a way of accessing the dream
world. In the case of VR, in many ways that's further intensified. As for both of you, I'll start with
Vier, it gives you a chance to explore this dimension of our consciousness, which sometimes
we're... First of all, we're not, we can wake up and not remember what we were dreaming, the
possibility of while we're dreaming, being aware of our dreaming and being able to control it.
The principle of lucid dreaming. That's the subject matter you're exploring. How do you feel the
technology, and what you've done with it in this particular case? What's been interesting for you,
in terms of what we can, what you've been able to do in terms of exploring this dimension of the



dream world within human consciousness. | mean, what do you think you can achieve that you
can't perhaps achieve in any other media?

[00:29:53 Vier]: For starters, | think there's an interesting parallel between just the concept of
lucid dreaming itself and VR. So this ability of controlling and world building and being immersed
in it. Like something that happens both in lucid dreaming and in VR. And | think that parallel was
definitely inspiring when | was thinking about what sort of virtual reality experience that |
wanted to create.

| think with Lucido specifically, | was interested in the concept of awareness and wanting to be
aware or not wanting to be aware. That is, wanting to believe what was going on is real or just
believing it. And with lucidity like, that allowed me to explore that concept. | start thinking, okay,
there are people that want to be lucid and lucid during dreams. Why do they want to do that?
Why do you crave control so much? But is there the opposite? Would there be the circumstance
where someone would want to not be in control. And what kind of things would motivate that?
And that was the path of the... The main motivation behind the narrative of Lucido, is that you
have the ability to control, but sometimes you need to let go. You really want to believe a fantasy,
because it hurts, like reality hurts.

[00:31:26 Martin]: That's excellent. Well, if | could, the same question to Bruno of what in
particular, this dimension of the dream world as being an inherent aspect of all audiovisual
production, what do you feel VR offers and, in particular, related and following on from Vier just
mentioned for this project, Lucido, almost... What can it achieve that no other way we can
achieve?

[00:31:52 Bruno]: | think above all, the “immersiveness” of it. When we started, when we first
started talking about this, if | remember correctly, it was four years next September when we
were in Berlin. Vier already had the idea, the overall idea. That changed a bit with time because
with time, thoughts and ideas start becoming clearer. And when we were producing, there were
slight changes that the story took.

But at first, like the gist of it, was already well defined by Vier. And | didn't know this, but we
were talking. | myself had a lot of recurring nightmares and lucid dreaming afterwards. When |
was a kid, | had a lot of problems sleeping. Still do, but it was completely different. And Vier said
something that makes a lot of sense, which is the need to gain control of those things that take
over you. And | think what we ended up doing is having the ultimate control, which is creating a
dream of our own, with Lucido.

But with this challenge, and with this equipment, | think the surrealist side, you can actually tell
a dream in cinema as a short film, feature film, even a series, you can do whatever you want, but
the “immersiveness” is not the same. When you're in a dream, there's a big chunk of surrealism
and there's this depth that you fall into, that in the film you can have strong feelings because the
director can bring this out, bring those out. But in VR, you are in the dream. It is surreal. Small
little things, right in the beginning. No spoilers, but right in the beginning of the production, the
slight little detail made a big difference, which is, VR access to look at the characters hands. And
the character’s hands are deformed because you can do that, and the character does move, the
person that's experienced, it does move its hands, and the hands are not what he expects to see.
So this is what VR brings.

And when we were thinking of how to make this come as a producer, as producers with Susana,
how we would want to bring this to life, with very limited funds. We did manage to get funds at



ICA here in Portugal for the development of this, but being Vier the busy bee that he is, he was
already thinking how can | make the production with this amount? And it would be practically
impossible to do it.

So we ended up going for Ibermedia Next, which was a funding body that worked for three years.
| think it stopped now. And we did manage to get more money for development. And what we
did then is we took the part that we needed, and there was a bit of money, a good chunk of
money left over, that we asked five different production companies to develop their own VR
experience and their own take and dreams. When we started presenting our ideas, there were
some correlations between some dreams, but overall, there were a lot of ideas for these
experiences that were completely different. Each director had a different take on dream. So
there's always the personal side that you bring to this. And if we managed to get the chance to
produce, The Dream Anthology, which is a series and anthology, series for VR, which each
episode is a different dream - you'll have from nightmares to hyper surrealistic dreams,
somewhere you completely lose control. And | think if you're going to tell a dream, if you're going
to explain something that you created to an audience, and this is in this dream, this world of
dreams, | think there is no better way than VR. And that's, again, “imerssiveness”.

[00:36:07 Martin]: If you could explain, in addition to ICA and Ibermedia Next, who was involved
in, whether, you talked to having had development funding, did you also get production funding
or... This was also, | don't know whether there's an official budget, but | understand you achieved
a great deal within limited resources. But if you could talk a bit more about how you made this
happen.

[00:36:27 Bruno]: Sure. So Paramotion is actually the company that manages the fund for
Ibermedia Next. So it's not a co-producer, but it is a funding body. Well, the five production
companies, they didn't work directly in Ldcido, even though some of their talent was invited to
participate in the production of Licido via Cola. And what they focused on was basically, like |
said, develop their little stories. Our idea is having Lucido as a proof of concept, as the, let's say,
let's call it a pilot episode. Which is not fair because each project is supposed to be a standalone
experience, so it's not the best term to define it, since this is an anthology series. But the idea is
to now manage to get the fund, not only for each one of the five production companies to
produce their own projects - and they're all brilliant in a very distinct way -, and maybe even
have COLA do another one. We would love that chance. But for that now we need to climb
another mountain, which is getting funding. We did manage to do, like you said, the impossible
with very limited funds, but we don't want to go through that again. We would rather have the
freedom to do it with time, with a nice team. Not only talented, but the numbers. And that's
what we strive for now.

[00:38:13 Martin]: With Lucido... Working for Variety, there's always asking if there's, like, an
official budget that's disclosed. I'm just curious if that's the case here.

[00:38:23 Bruno]: We did manage to get, with ICA, about 30.000. And then with Ibermedia Next,
we did manage to get 50.000, plus the additional, private, money that we had to put in, which
was about 20% of the ICA money, not the Ibermedia, because it was private funds. So that's
pretty much the budget we had. Of course, that is not a true budget because money runs out
and work still needs to be done. So Cola and mostly Vier ended up working for quite a few
months after we managed to finish production in post-production and programming. Vier and
Ricardo. Was it Ricardo? They worked for another, | would say 3 to 4 months troubleshooting,



problem solving. And then Ricardo went about his life, and then Vier still had tons to do. So this
should be taken into account to the budget... And it has not.

[00:39:31 Martin]: That's great. That's sufficient. So shifting to Vier, if you could talk about the
actual, the production team. You're the central element in the overall team, there's Ricardo, as
you mentioned. We're not talking about a Hollywood production with tens, hundreds of people
involved. But one single person can't do everything by themselves. So explain how in practice,
what was the production team for Lucido?

[00:40:02 Vier]: We were a very small team. At Cola we usually get talent, collaborators, whose
work we value, that we've worked on projects before. And in the case of Lucido, we had about...
| did... Every single part of the project | had my hands on. If there was 3D modeling to do, | did it.
If there was three emissions, | did it as well. But we did had the opportunity to get three 3D
animators, two modelers, one rigger, and in terms of the animation team, that was it. So, you
can imagine like five people, in total, to do the majority of the animation. Then obviously the
sound people. So, some technicians, the wonderful score by Filipe Raposo, the sound design by
Carlos Abreu. And then the cast. We did an open call to find the Portuguese actors and then
another one to create an English dub for international distribution. But that was it. We're a very
small team. Obviously, everybody at Cola also collaborated in the project in one way or another.
Sophie is responsible for the communication and... but yeah, | want to emphasize that we were
very, very small team. Like, usually this kind of project, the entire creating...

[00:41:39 Martin]: And the production period?

[00:41:41 Vier]: Like for debugging, the fact that the majority of the development was by two
people and most of the interactions, like | had called it before, because they were part of some
of the research | did during my master's, but still, | like it so much going to do during the
experience, which is something that you wouldn't expect from a director. I'd much rather be
focused solely on the creative aspect. So it was definitely an intense year of production. With
specifically the Ibermedia fund, we had very strict deadline to the majority of the project ready
in about one year of production, which for a project of this scale is insane. You're just... Obviously
we ended up having a finalized version of the experience by the end of the year, but it was a ton
of bugs that had to be fixed afterwards. And | did do that. So, it took us another year to really
clean and polish the experience and get it ready.

[00:42:46 Martin]: So you showed this year in Cannes, but the finished version before all the
debugging you had to do was, kind of, beginning of last year? Or what were the timing? | mean,
you said you had the first conversation...

[00:42:49 Vier]: November 24th. November 24th. That's when we had the first, like, the finalized
but not polished iteration. Yes, it takes a while. Like with traditional cinema, you wouldn't have
this sort of stage of making sure that there are no bugs, there are no errors. But with any kind of
interactive projects where we are given any sort of interactive project...

[00:43:25 Martin]: On the listing, on Cannes immersive competition, it gives us a duration of 20
minutes. That's right, isn't it? Or | mean, does the duration... Given there's an interactive
element, is the duration always the same or it can, sometimes, be longer?

[00:43:41 Vier]: It's between 17 and 25 minutes, but most people will do it in 20 minutes. To do
it in 17, you'd have to speedrun to the experience. You have to already know every single
interaction than do them immediately. To reach the 25, you would have to basically not do



anything and just wait for the timers of the interactions to run out and immediately jump into
the next thing.

[00:44:07 Bruno]: But nobody does it and...
[00:44:09 Vier]: Nobody does it. So it's usually 20 minutes.

[00:44:13 Bruno]: Because people like to gaze at the art, at the animation. They want to be in
that world for a little longer. And the funny thing is, first time | experienced it was, there were a
couple of people, me, another person, and my ten-year-old daughter, and we all experienced.
And | remember when | took the glasses out, | really thought | had been there for less than 15
minutes and then they told me, no, you were there for 20 minutes. And | was like, it goes by fast.
Because again, you're inside the story. You're just enjoying it and it moves quickly.

We did had, in Cannes, we did had the experience of seeing a huge room with a hundred people,
all having the glasses at the same time and all moving in different ways. You can tell that the first
group of people were more like moving along, more or the same speeds. And then the second
group, the third group, the fourth group, and they were almost all finishing up at the same time,
maybe a minute difference, a minute and a half, two minutes difference, but not much. So it's
like we said, 20 minutes is a good estimate.

[00:45:22 Martin]: Did you feel, | mean, if someone is seeing a VR experience in their own home
by themselves, it's one thing. If you're in a room with almost a hundred people, all experiencing
it, but each one with a slightly different experience, obviously... Does the fact that they're all
together in a room create a collective feeling or... It's that's virtually impossible. Whereas a film,
we're getting a sense of the collective experience because we're all sharing the same stimuli at
the same time. What was it like to see people, all in the same room, but each with their own
individualized experience? Maybe I'll ask Vier.

[00:46:03 Vier]: It was very odd, extremely odd, but mostly because it was, from our perspective,
as observers, silent, because everybody was using headphones. So it's just like a room filled of
people with headsets, and headphones. It felt like we were in a laboratory. And the white walls
of that specific pavilion also didn't help with that imagery. But | think the collective aspect, the
social aspect comes afterwards. It comes from discussing the work after you've experienced it.
And with cinema, obviously you have the opportunity to chat during, to see immediate reactions
of the people around you. Especially with comedy, you need the social aspect to be able to laugh.
And | guess the same with horror as well. But it is a different experience. | think | would equate
it more to an art show, or something that you're able to experience alone and then comment
afterwards with a group of people that, you know, have experienced work as well.

[00:47:19 Bruno]: | can't share this. But, continuing with that question, | found it completely
different, because one thing is to get into the room like Vier was saying, white walls, people
already sitting down, people handing you the headset and the headphones and telling you where
to sit, and then you sit and then you need to wait. It's not an intimate thing. You're having a
collective experience. But | think the best thing about VR is when you're at home, it's quiet. | use
it here in this room. | have a rug on the floor and | take my shoes off so | know that my safe place,
| can walk about if | feel the mats under my feet, | know that I'm not going to pass the grid
because there's a safety grid. Even though my nephew, first time he put the glasses and he had
this wide field, he started running and ran against the cabinets here. But that quietness, you put
the glasses on, you can hear it perfectly.



And when you're in a controlled environment, you don't need to put the headphones, the
speakers on the glasses are enough. And it's even more experienced when there's nothing
covering your ears, because the 3D sound is coming naturally through your ears. It's very...
Technically, it's very well done. So it's a more intimate, a more personal and a more immersive
experience when you do it in the comfort of your home or in a controlled environment. There: a
lot of noises, lights, people. It's different.

[00:49:02 Martin]: And the experience of being at Cannes. | mean, Cannes is the Mecca of
traditional cinema. There have been VR sections, immersive media sections in other festivals
before Cannes embrace the idea. So Cannes, it was the third edition of the immersive
competition. But did you feel you are fully integral part of Cannes? Did it feel like the weirdos on
the periphery as well, compared to the big, traditional, areas of filmmaking? I'm curious to ask
the question for both of you in terms of animation, more traditional animation if you like, has
been embraced by Cannes many more years ago, what was it like to be in this, more, more niche
area in a festival that is, in certain levels, so traditional like Cannes. I'll ask Bruno first.

[00:50:02 Bruno]: Well, we had the experience before, we were there in 2022, so four years ago
with Ice Merchants. We were in the Semaine de la Critique, and it felt different than it felt now,
because it's completely different. Semaine de la Critique is like an extension to the main
competition. And there's a theater, people line up for the theater, you sit down on the room,
you're looking around, you see people. You're all experience. When you're seeing things, you're
seeing people. It's completely... Even the way we interacted with other directors, it was different.
It was filmmakers talking to filmmakers. Even though some were doing live action, others were
doing animation. There's this joy of filmmaking.

| felt, and | talked to Vier about this, this whole new world of interactive media, it's something
that I'm not used to. | don't know the jargon. | don't know how to communicate with some tech
people and the way they are discussing problems they had in production. I'm very ignorant
regarding that part of the production. Even the type of projects that are shown, the type of
storytellers that we met, they think in a different way from regular cinema. I'm not saying this is
a bad thing. By all means, no. It's just different. And even the competition itself, it's an immersive
competition, it is not a movie competition. But it was fun still. And the organization treated us
really well, and we had a lot of fun. And Cannes has that... You have meetings in the morning,
you can enjoy your afternoons with friends, and that's what we did.

[00:52:00 Vier]: | mean, it was extraordinary. But obviously Bruno has like a reference point to
being there with a traditional film. | don't really have that. So to me, the experience was
wonderful. | felt fully integrated. | did value the industry aspect of it. That is, by being part of the
competition, Cannes set up meetings for us every morning. So we had about 3 to 5 meetings
every morning with potential curators and then usually venue representatives that would be
interested in presenting potentially Lucido to other venues. And that was really, really, really
useful. So, usually, you do get a lot of projection in terms of media by being at Cannes. But there's
also this aspect of meeting the people that might potentially help you with the distribution at
the festival. And then the festival itself, it's a wonderful opportunity to watch what's coming next
in terms of cinema. | was able to go to a bunch of premieres and | feel like | really made the most
of the festival.

[00:53:21 Martin]: That's great. And talking, sort of looking ahead. | think, Vier, you have the
project in development, A Dan¢a dos Fanchonos. | don't know if Bruno is involved with this
project as well. So, Bruno presumably is producing and Vier is directing. If you could talk... I'll



start with Vier, it's an inevitable question, asking what's on the horizon, what's coming next, if
you could talk about that.

[00:53:49 Vier]: Oh, I'm so excited about this project. And it's great to be distributing a project
and having something else that you are even more excited about. Because to me, Lucido, yes, |
finished it last year, but | wrote it when | was 22, 23. So, to me, it feels like I'm completing
something that's a much younger version of myself again. But with the project that I'm doing
now, it also has been in production for a while. But it feels fresh, I'm excited to do it. And it also
fills me with the sense of, to me, it's a story that | really, really want to tell. It's something that |
really want everybody to know. It's about queer people during the Portuguese dictatorship. It
follows stories of two people inspired by what was the actual lived experience of queer people
during the Portuguese dictatorship. And specifically, it deals with the transition between
perceiving queerness as a sin into perceiving queerness as a pathology, and how that was
experienced in Portugal, specifically in a time where you also have the invention of the lobotomy
in Portugal as well.

[00:55:16 Martin]: But the project itself is immersive, it's a VR?

[00:55:19 Vier]: No, no, no, it's traditional cinema. It's really, the visual language that I'm using
it's very painting like. It's just traditional cinema, 15 minutes, narrative, like historical base, but
it's still an extension of my visual work. | still play around with perspective, with having images
that can be read in multiple ways. And in the case of the dance, it's used to connect the stories.

[00:55:53 Martin]: That's great. Well, maybe Bruno as the producer of this project. And then |
have another question coming back to Vier... But first, as a producer talking about this project.

[00:56:03 Bruno]: Well, at first, this project was presented before Lucido. So, we started working
in pre-production quite a while back. And it is taking its time, because we had to pause for a
while so Vier could do Lucido, but it was the best thing that could have happened to the project,
because not only the story was a lot more defined, changed from the original story, but even the
visual side of the story grew a lot in these last years. | think Lucido also is a part of Fanchono
because Vier, in these last three years, grew immensely not only as an artist, but as well as a
technician. And | think about 4 or 5 years ago, we couldn't do what we're doing now in Fanchono.
And | hope people realize not only how amazing the story is, but how it's visually stunning. And
right now, we're on the final stages of animation. Vier, remind me, less than 157

[00:57:18 Vier]: Less than a minute, less than a minute. Less than a minute. But we still have,
like, a lot of work to do with color.

[00:57:24 Bruno]: Oh, yeah. Yeah. Post-production is going to be long, but we're looking forward
to it because as soon as the animation is done, the film will look like the intended film, and |
already told Vier, | estimate a year just in post-production.

[00:57:42 Vier]: Oh, calm down... No.

[00:57:45 Bruno]: We'll see in a few months, if I'm right or not. But, we... Even the animation
itself, it was very ambitious in terms of quality. And we had the help of Spotted Bird in Holland.
And our animation team... We couldn't have asked for a better animation team. All the shots are
stunning. And now it's time to start getting everything to look like the intended film that was in
Vier’s head. But it's, yeah, | would say by the end of the year, beginning of next year, we should
have the film done.



[00:58:26 Martin]: And, link to that, the visual quality and the production of these type of
projects, whether it's the immersive VR or this more traditional animation, with the Danga... If
you could talk, 1'd ask this to Vier, because there's a very painterly aspect even. What I've seen
is the trailer of Lucido, but you have a feeling of it's coming from paintings that then sort of come
to life. Is there an element of that where there's almost paintings that are then introduced, or a
painterly style done via the computer? Whether at any stage, for instance, programming...
Sometimes artificial intelligence can help certain aspects of programming, whether there's any
elements, whether it's all in a VR context... But traditional approaches... I'm sure this is a complex
question that would take too long to explain all the details, but talk a bit of how, what are the
different elements involved in making these two projects happen from the production point of
view?

[00:59:39 Vier]: In terms of Al, | have no interest in using generative Al for my project. To me
that's the fun part. | don't want to, | don't want to just give it to a machine to do, to be painting.
Drawing. Like, that's what I'm here for. That's what | do. | don't want to show how replaceable |
could be. I don't think I'm replaceable. And | think with Licido specifically, there's an interesting
aspect of production which is, | had the opportunity to sketch the environment directly in VR. So
| would do, | would paint traditional concept art, as you would for any other projects. So | create
images of the spaces. But then | would bring them into a VR software that will allow me to paint
in 3D, basically. And by painting directly in the 3D environment, that would allow me to plan the
environment itself in a more... In a way that worked better than what | was imagining. Especially
when you're working with perspective and you're working with specific angles that you know
the user is going to be looking at... It's very important to actually be there, to see how the scales
relate to each other. And | figured out that most of the images for the environments that |
created, | sort of... Sometimes | would, for instance, create an image that would need to be like
parallel to the user, but to be a little bit higher. But if | would just put it high in the environment,
just stop being parallel to the user, because our gaze is the sphere. So, if | want something to be
parallel to the user's gaze and it's high up, | would need to rotate it towards the user.

And that's not very intuitive when you're working in 2D, but if you're actually immersed in the
environment, you get to see it immediately and you've got to figure out “Okay, | need to rotate
for it to work.” That object is too small for the kind of importance | wanted to have in the scene,
so I'll need to make it larger, because from the character's perspective now it looks very, very
small. So that's sort of emergent in the workflow itself was very useful. And | am lucky enough
that we are in the point of development where those kind of software already exist. So there are
already software that allow you to sketch and paint directly in VR. There are some that might
allow you to animate in VR as well. We didn't use those softwares to animate. We animated
traditionally, in a computer, in a 3D software. But there are projects that do that. Not only are
sketched out directly in virtual reality, they're also animated directly in virtual reality.

[01:02:48 Bruno]: Well, regarding what Vier said about artificial intelligence, we at COLA don't
feel like it's something that makes sense to us. We're not a group of programmers. We're a group
of artists and we take joy in doing all the steps. | know that for most people, animation is tedious
work, and it takes a long time, and it takes a lot of devotion. But that's why we're working
animation. Because we like that. We enjoy the process. It helps us understand the film better
when we're working on it for two years or three years. We can craft it in a different way. And to
have Al come in and steal part of the fun does not make sense. So we've been asked to work on
Al several times, and we keep saying no because it's just not for us.



[01:03:47 Martin]: Very good. No, it was an inevitable question to ask, but thanks very much for
the clarifications. So just to finish, | mean, you talked of, Bruno, you're talking about /ce
Merchants, four years ago. Lucido at Cannes. This within a bigger story of Portuguese animation,
on a certain level, being a niche... So we're not talking about huge animation series coming out
of Portugal, but Portugal has gained a recognition at a particularly high level, artistically high-
level productions. How... So I'll ask you first, Bruno, as a key player, within this context of, how
do you see the... It's almost a branding, Portuguese animation has a recognition in festivals, in
the market of a high level. How you see that and how that helps produce projects like Lucido?

[01:04:46 Bruno]: Well, | think the high level of Portuguese animation quality was here before |
was working on animation. We have a long history. We're over a hundred years old when it
comes to animation. We have a long history of people doing amazing work with very little
funding before 91. So as soon as ICA started working more, well, ICA itself had other names
before, things just changed completely. And you are right. We haven't done so far that many
feature films or that many series, but the ones that were made with the support of ICA did end
up being amazing features. And the series that are being produced and have been produced are
also very good. It's a matter of, with time, it will scale. Hopefully we will get better chances and
more chances of actually producing more feature and series.

Short film wise... One time there was this Portuguese director that was asked if they wanted to
do a feature film in the future, and Regina Pessoa did say something like “no, this is my medium,
| work in short films.” It's like asking a poet if he wants to do a novel. Short films are a way of
doing art by itself. Myself, | see that as well as a director. Every once in a while | get to direct. As
a director, | don't see myself working in any medium but short films, and luckily we do have a lot
of support in Portugal for short films, and it's getting better with the regional funds and city
funds. Hopefully it will keep growing and it will keep creating opportunities for this new
generation of kids that are finishing university now, that when they're 20, they have more skills
than a lot of us had when there were 40, because they grew up with all the information in the
world on their hands. | just have no idea what they're going to come up with next, and I'm here
for it. As a producer, that gets me excited. Not only the fact that we have means to get funding
here. We have means of co-producing with the entire world, and then we have the talent, and
the talent is key.

[01:07:20 Martin]: That's great. So just, | think that's my concluding question. But following up
from Vier, as an artist working in this area, how you see the opportunities that are available and
the positioning and perhaps the experience at Cannes also reflected that of the interest that
exists, not just in Portugal but abroad, in Portuguese animation.

[01:07:43 Vier]: To reiterate what Bruno said, like, | do think we do have the talent to continue
to produce wonderful work. And I'm very excited about the next generation that is going to
produce work. | think not only, okay, in terms of funding might get more competitive, as the
Portuguese industry grows. But I'm seeing a lot more democratization in terms of access to
animation education online. And | think, combining that with very ambitious young people, | do
see an interesting future for Portuguese animation, and | hopefully will be part of it.

[01:08:35 Martin]: That's great. Well, I'd like to thank Vier and Bruno, thanks ever so much for
your time. There was a long but fascinating discussion, focusing on the success and the different
steps involved in producing Lucido, talking about your next project, talking about Portuguese
animation. But thanks ever so much for your time.

[01:08:55 Bruno and Vier]: Oh, thank you much, Martin.
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