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Abstract. The documentary genre is taught in numerous communication
faculties in Latin America. Like any audiovisual product, students are
intrinsically instructed in the fundamental stages for its realization: pre-
production, filming and post-production. However, the distribution process,
although also applied, has been little studied. Therefore, this research aims to
describe the application and teaching of documentary distribution in the faculties
of communication in Ibero-America. To achieve this objective, a qualitative
approach with a phenomenological design was applied, whose operationalization
was carried out through semi-structured interviews with 13 teachers who teach
the subject of documentary in 9 countries of the region. As main results, it was
found that teachers promote the distribution of documentaries made by their
students in different modalities, which have been classified into internal, external
cultural, self-managed, streaming platforms and television distribution. The
research allows us to conclude that the distribution of these documentaries makes
it possible to make visible the topics that interest students and the audiovisual
modes in which they represent them. This exposes their work in media circuits
that transcend the classroom and allows them to acquire skills more aligned with
the demands of the professional audiovisual market.
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1 Introduction

Audiovisual production is a multifaceted process that spans from conception to dissem-
ination. Promotion and distribution are intrinsic elements of this process and contribute
significantly to its success [1, 2, 3]. The effectiveness of these stages is directly linked
to the channels through which the audiovisual product reaches its audience.

Platforms have diversified considerably in the digital age, offering a variety of op-
tions for exhibition and access to audiovisual content. The following main categories
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can be established: conventional television, webcast, viogs, vodcast, Over The Top
(OTT) platforms, social platforms, and streaming [3]. This proliferation of distribution
windows has had a significant impact on the way audiovisual content is produced, con-
sumed and marketed globally.

The international production of exclusive documentaries for Netflix reflects the pro-
found influence of streaming on global cultural commerce. Netflix and other global
services have disrupted the previous television market [4, 5, 6] and have displaced tra-
ditional distributors, acquiring entire catalogs and then focusing on the production of
"original content."

This new dynamic has driven up film acquisition costs and led to greater reliance on
platforms by filmmakers. As a result, many filmmakers now prioritize deals with
streaming services, limiting their creative and commercial freedom and affecting the
diversity of options available to audiences [7].

Video-on-demand (VOD) services feature a variety of business models. At one ex-
treme, there are large platforms that acquire large amounts of content from distributors.
In the other, we find independent creators who use self-publishing platforms to distrib-
ute their work directly to the public. In between, there are aggregators, which facilitate
distribution in multiple digital stores, and curators, which offer specialized content [8].

1.1  Education and the documentary genre

Documentary film is characterized by its unique ability to explore and represent reality
through a diversity of stylistic approaches and perspectives. It also fulfills multiple
functions, including the preservation of historical memory and the construction of po-
litical and social discourses. In essence, it is a narrative genre that seeks to organize and
give meaning to a reality that often manifests itself in a chaotic way [9, 10, 11]. This
versatility and its commitment to the representation of reality make it a relevant object
of study in various fields, including its potential as an educational tool and social trans-
formation.

Documentary film manifests itself as a multifunctional instrument, playing informa-
tive, communicative, reflective and emotional roles. Throughout its history, it has main-
tained a symbiotic relationship with social research, establishing itself as both an artistic
and communicational resource for the dissemination of new knowledge [12]. From the
educational field, Contreras [13] and Nufiez [ 14] state that documentary film has a sig-
nificant capacity to stimulate creative thinking, particularly in rural educational con-
texts, where its potential impact is notable. Recognizing this potential, various peda-
gogical initiatives have explored the integration of documentary into teaching-learning
processes.

Pedagogical proposals that integrate Information and Communication Technology
(ICT) resources in the teaching-learning processes are explored, with the aim that stu-
dents develop audiovisual productions that address social issues and materialize in doc-
umentary products. These proposals seek to promote audiovisual literacy and the de-
velopment of creative and critical skills in students through the practice of documentary
production.
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Collado [15] and Bacares [16] underline the relevance of the pedagogical function
of documentary film, emphasizing its intrinsic capacity to provide accurate information,
promote awareness of social issues, and catalyze the mobilization of audiences towards
a deeper and more nuanced understanding of social realities.

Similarly, this perspective indicates that, within the educational context, documen-
tary film emerges as a pedagogical tool of considerable value, capable of promoting the
development of critical and creative skills in students. This approach promotes deeper
and more reflective learning, by stimulating the ability to analyze and the construction
of meaningful knowledge.

While the background demonstrates the value and applications that documentary has
in education, research revealing how documentary courses are taught and what contri-
butions documentary courses have on students is almost non-existent. Therefore, this
research seeks to contribute to filling this gap by linking the two categories raised in
the introduction: distribution and documentary, but studied in the university environ-
ment; therefore, the following research objectives were proposed:

e To describe the management and teaching of documentary distribution in
the faculties of communication in Ibero-America.

e To identify the modalities that are generated for the distribution of docu-
mentaries in the faculties of communication in Ibero-America.

e Identify the different functions of the distribution of the aforementioned
documentaries in the different current media platforms

2 Methodology

A qualitative approach was applied in the present study. A basic research methodology
was also adopted, characterized by its non-experimental and cross-sectional design. In-
ductive reasoning guided the analysis process, while detailed description of the data
allowed for a deep understanding of the phenomenon studied.

Within the qualitative paradigm, phenomenological design was selected as the meth-
odological framework. This choice is based on their ability to explore and understand
the imaginaries and perceptions of the participants [17].

For the structure of this research, the analytical-synthetic method was used, which
allows the decomposition of the object of study into its components and the subsequent
integration of relevant data for a holistic understanding of the phenomenon studied [18,
19].

To obtain empirical information, the semi-structured interview technique was ap-
plied, whose question script was validated by two experts in the field. To apply it, par-
ticipants were selected from a non-probabilistic sampling by judgment. This is based
on the deliberate choice of individuals who meet a specific criterion: their experience
in teaching documentary courses in communication faculties in Ibero-America. Alt-
hough this type of sampling limits the generalization of the results, it is ideal for ac-
cessing populations that are difficult to locate and obtaining relevant information from
them [20, 21].



132 G. Karbaum et al.

The choice of this method is justified for two main reasons:

e Qualitative approach to the research: The study seeks to understand the phe-
nomenon in depth, instead of generalizing results statistically; therefore, it was
decided that the interview technique applied to teachers allows us to delve into
these data.

e Impossibility of defining the size of the population: The specificity of the re-
quired profile makes it difficult to accurately determine the population size of
teachers dedicated to this activity.

The selection of teachers specialized in the teaching of documentary is based on the
particularities of this audiovisual genre, which distinguish it from other formats. These
particularities include:

e The process of writing the script.

e  The visual representation of the facts through various resources.

e  The culmination of the writing of the script in the editing stage.

Consequently, it was considered that the experience of these teachers would provide
valuable and specific information for the objectives of the research. Therefore, the fol-

lowing professors were interviewed.

Table 1. Profile of the teachers in the sample

Teacher University — Country Years of experi-
ence

Fernando Irigaray (FI) National University of Rosario (Argentina) 37 years old

Coti Donoso (CD) University of Chile (Chile) 21 years old

José Balado (JB) Peruvian University of Applied Sciences 39 years old

(Peru) Monterrey Institute of Technology
(Mexico)
Luisana Carcelén (LC) Catholic University of Quito (Ecuador) 6 years

Carlos Cardenas (CC) University of Digital Arts — Instituto Tecno- 17 years old
logico de Estudios Superiores de Occidente —
University of Digital Media (Mexico)

Diego Ortuilo (DO) Universidad San Francisco de Quito and Uni- 23 years old
versidad de las Américas (Ecuador)
Soledad Mujica (SM) Universidad de San Martin de Porres and 20 years
Universidad Privada del Norte (Peru)
Juan Felipe Quinceno Universidad Catolica de Pereira (Colombia) 2 years
(JQ)
Diana Kuellar (DK) Universidad del Valle (Colombia) 18 years old

Juan Pablo Bonilla (JB) Escuela Nacional de Cine - Congo Films 18 years old
School - Universidad del Valle (Colombia)
Universidad Francisco Marroquin Film
School (Guatemala)
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Oscar Pérez (OP) Pompeu Fabra University and Lens School 20 years
(Spain)

Fernando Martin Lens School (Spain) 15 years

Llorente (FM)

Rafael Linares (RL) Juan Carlos de Madrid (Spain) EICTV 20 years
(Cuba)

Source: Own elaboration

Data collection was carried out through video call interviews, using the Meet plat-
form, over a period from May 2024 to March 2025. Informed consent was obtained
from each participant, who authorized the inclusion of their personal data and academic
positions for identification purposes within the study.

During the interviews, a flexible inquiry strategy was implemented, allowing the
formulation of additional questions to explore emerging issues that had not been con-
sidered in the initial questionnaires.

The analysis of empirical information was carried out through manual transcription
of the interviews, followed by a systematic coding process. A codebook was used to
organize the data into themes, codes, and categories (Strauss and Corbin, 2002). In the
presentation of the results, the initials of the names of the interviewees were used to
locate their participation in the data. The teaching experience of the participants, with
an average of 20 years, is detailed in the corresponding table

3 Results

Most of the interviewees recognize that the distribution stage of university documen-
taries is important in the development of the production and teaching process of the
same; however, this function is carried out in various ways in the academic centers
studied. One of the first types to be detected is what we will call internal distribution.
This is carried out in spaces within the same academic field; To do this, students organ-
ize exhibitions at the end of the semester to show their work. Apart from this, their work
can be shown in other activities that are carried out in their faculty, between faculties
or at the university (DK — FI). This process is important in the training process of future
documentary filmmakers because it involves learning and managing these exhibitions
that close the production process

3.1 External cultural distribution

Another type of distribution is that which takes place outside the university, at festivals,
exhibitions or film or audiovisual competitions; We will call this modality as external
cultural distribution. In order to place documentaries in these exhibition spaces, stu-
dents must learn to develop the requirements that each festival or competition demands.
The first thing you should check is if these events contemplate the category of docu-
mentary among their sections, either competition or exhibition (JPB).
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From a cultural perspective, it is often teachers who support as organizers and pro-
moters so that documentaries and other audiovisual works are exhibited in spaces be-
yond the classroom, such as cultural centers (JQ). In the same sense, distribution has
also transcended the academic audiovisual field; many times, when documentaries deal
with themes of characters representative of the country's culture, such as literature,
painting or music, they are requested by State institutions or others to be shown at na-
tional and international events such as book fairs, exhibitions or other events of a cul-
tural nature that are not necessarily linked to documentary distribution such as film
festivals (SM).

3.2 Self-managed distribution

In other universities, it was detected that there is no subject that teaches the subject of
distribution or an area in charge of it. Many times, this function is assumed by teachers
and students (DK). When this condition arises, professors, career coordinators or other
teachers linked to the course support students in that purpose, but also encourage stu-
dents to learn to develop distribution strategies, which includes looking for festivals
that are linked to the theme of their documentary (LC — SM — JB — JPB — CD). To do
this, it is also important to teach them how to use specialized applications in festivals
such as FetsHome; with this, they learn to handle the strategies or requirements that
each contest or festival (JQ) requests. All this learning of audiovisual distribution en-
courages the student to understand this stage as a process of self-management:
"There are a lot of limitations not only in the university, in Peru and in Latin
America, but that leads you [the students] to be independent producers as well,
you have to manage, look for festivals, look for samples and look for how you
move the project, and yes, there are people who have moved it a lot." (J. Ba-
lado, personal communication, July 12, 2024).

Students develop self-management strategies to cover their presence at festivals or
other activities, but it is also teachers who encourage and generate networks and par-
ticipation actions. Some universities allocate funds, through the university welfare of-
fices, and with this students can participate in film festivals in person that are not in
their locality and that involve travel and lodging (DK). Due to the particularities spec-
ified, we will call this modality self-managed distribution.

In some faculties, production units are created managed by filmmaking teachers
whose functions include contributing to the distribution of short films, supporting the
professor of the documentary course in this task or compiling the best works and man-
aging their distribution.

Some faculties create various instruments to standardize the process; Among them,
is the list of requirements that the group of students must submit at the end of the course.
Among these are considered the export quality of the video, the delivery of comple-
mentary audiovisual materials such as the making of and the trailer, as well as docu-
ments such as the assignments of image use of the participants of the documentary, a
co-production contract between the faculty and the production group, posters and a
press kit. The delivery of all these materials, by the students, is also part of the final
evaluation of the course.
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For their part, the teachers of the production unit have a list of national and interna-
tional festivals and competitions in which each of the requirements and key dates that
each of these events has to be able to send the documentaries in advance are attached:

"We had a team that looked at what festivals there are in Latin America and
other non-festivals, contests and other channels that there might be, blogs, etc.,
that has always been the form of distribution and although it is true that this
was done through a specific unit of the university dedicated to that and other
things, of course also." (S. Mujica, personal communication, July 23, 2024).

"They work as a production company, then they have their own department to
send the work of the students abroad, to send to festivals, they even have their
own laboratory, okay, they have a market called Nuevas Miradas that they do
in December, they bring projects from abroad, that is, it is that the EICTV is a
very peculiar world." (R. Linares, personal communication, August 30, 2024).

3.3 Distribution on streaming platforms

As for these distribution platforms, there are a variety of means and strategies. In some
cases, there are faculties that create their channels on YouTube and these fulfill the
double function of being their means of dissemination and digital repository at the same
time (SM). However, one of the reasons for not uploading documentaries to YouTube
is so as not to have problems when these documentaries are circulated through the cir-
cuit of exhibitions, competitions and festivals (JQ), since these events require exclusiv-
ity of exhibition. So, what is done is that the documentary completes its rotation cycle
in festivals and competitions, which can be one year, and after that it is published on
YouTube or other audiovisual networks.

In other cases, there are universities that have their own platform that serves for
dissemination, but also as a conservation repository (JQ). Another way to promote dis-
tribution is through agreements or alliances signed by universities with film or audio-
visual festivals (DK - JPB). Both organizations are linked to audiovisual work, but they
fulfill different roles in the same area of the documentary production chain.

34 Television distribution

Within the cases studied, faculties in which distribution is developed through television
were also detected. In this sense, two modalities were found: the first occurs when the
Faculty of Communications has the total administration of a television station, and the
other is due to the occupation of specific slots or schedules of a television channel that
they do not manage.

As with what happens with the publication on YouTube, it is taken into consideration
if the students are first going to present the short film in competitions and festivals and
only then it will be broadcast on the television station of the faculty. In this sense, there
are universities that have a television channel that they manage, which is an open signal,
but which is also broadcast by cable. There are two conditions: the works of students
of the different levels (undergraduate or master's) are shown, but at the same time doc-
umentaries are also produced by the faculty, which can be made by the internal audio-
visual production company that it has (FI — DK - CD):
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"We have a television channel, that television channel that is programmed and
managed by people from our faculty, it is a space to show, it is a space to
exhibit the works of undergraduate and graduate students. It's a channel that
airs on some cable channels and other overhead channels, too. And there is a
very extensive program where there is a team making films, documentaries
mainly because it is a TV channel and the graduates work there a lot." (C.
Donoso, personal communication, July 10, 2024).

In the second modality, the faculties have at their disposal a time slot that a public
television channel gives them and to which they access through a call to which they
apply and are given the use of the schedule for a period that must be renewed from time
to time:

"We have had a space on public television for more than 30 years called Ros-
tros y Rastros, there are surely all the documentary productions of the school
but sometimes the students do not want to because if it is shown on TV the
festivals burn down." (D. Kuellar, personal communication, October 14,
2024).

4 Discussion and conclusions

Distribution is one of the stages of audiovisual production that was not previously con-
sidered within the three traditional stages: pre-production, realization and post-produc-
tion. However, there are authors who claim its importance [1, 2]. In this research, it has
been found that teaching this process is important to close the learning cycle of making
a documentary, which implies the development of skills for the management of this
process in a diversified media context. Depending on each faculty, the distribution will
be given in differentiated levels; some opt only for internal distribution, others vary the
exposure of their works between internal, social networks and festivals, while there are
a few that combine these modalities with television broadcasting.

This growing focus on distribution underscores its crucial role in the successful com-
pletion of audiovisual projects, as well as preparing students to develop competencies
related to one of the most demanding stages of audiovisual production.

As has been pointed out throughout this work, distribution and promotion are an
important part of the success of any audiovisual production [3]. University documen-
tary short films are not exempt from this condition, so each university is designing its
own distribution modalities that in this research have been typified as distribution: in-
ternal, external cultural, self-managed, on streaming platforms and television distribu-
tion. The distribution modalities that have been typified in this work are not a closed
classification, since it may be open to new incorporations. What is clear is that they
respond to various academic origins: there are those that are official within the curricula
and others that are not incorporated into the curricula, either as courses or class sessions.
Despite this, they are made from the initiative of the teachers themselves based on their
professional experience in the audiovisual field, which is why they promote the distri-
bution of documentaries made in their courses. By teaching these processes, a transfer
of knowledge is generated that becomes an applicative manifestation of what is called
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the hidden curriculum. In this way, the teaching of distribution in the university envi-
ronment not only seeks to publicize the work of students, but also to enhance their
understanding of the media ecosystem and strategies to reach diverse audiences.

Documentary films are an audiovisual way of representing the facts of reality [9, 10,
11]. When dealing with various non-fictional topics, it is used as a pedagogical tool that
has informative, communicative, reflective, and emotional purposes [12].

From the application perspective, the distribution of documentaries made by univer-
sity students contributes to fulfilling these functions, but not only in the classroom, but
also extends to various platforms, disseminating this content to wider target audiences.
Distributing the documentaries made by the students fulfills an important function: to
expose their understanding of the topics addressed and the way in which this generation
represents them. In addition, when teachers promote distribution beyond the classroom,
they raise the level of demand. This encourages the search for quality in the works,
since, when being exhibited at festivals, social networks or mass media, these docu-
mentaries must comply with the standards of these communicational environments.

On the other hand, it highlights the capacity of documentaries in education to pro-
mote critical and creative skills in students. From the creative field, learning documen-
tary distribution assertively requires students to be able to learn, combine and structure
different possibilities for the distribution of their contents, which implies the develop-
ment of creative strategies for intra-university, mono-media or polymedia dissemina-
tion.

Finally, it is important to recognize the limitations and challenges inherent in any
research, as well as to envision future lines of exploration. That is why, despite the
effort made, this research was not without difficulties; one of them was to form the
sample of participants.

Regarding the contributions, this research has a limitation of its qualitative nature,
so the proposed contributions cannot be generalized because they are specific to the
sample studied. However, it is proposed to continue with research that allows us to
delve into the subject from perspectives that study the consequences or benefits of dis-
tribution, the challenges posed by artificial intelligence in this regard or the forms of
distribution that are applied to other genres made in the faculties of communication,
such as fiction or entertainment content.

This article is part of the doctoral thesis project “Alfabetizacion mediatica, produc-
cion y narrativa audiovisual de documentales universitarios en Iberoamérica” devel-
oped by Gerardo Karbaum Padilla under the supervision of Dr. Rafael Repiso and Dr.
Daniel Barredo, within the framework of the interuniversity doctoral program in Com-
munication at the Universidad de Malaga.

To the Research Directorate of the Universidad Peruana de Ciencias Aplicadas for
the support provided for the completion of this research work through the incentive
UPC-EXPOST-2025-1.
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