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The 2001 General Conference of 
GEECT, the European grouping of 
CILECT, was held in Paris and hosted 
by La Fémis on 31st March and 1st 
April. 

La Fémis and GEECT shared the 
choice for the content of the meeting. 
The Paris school chose to devote the 
first day of the meeting to �An Up-
date on Digital Imaging�, focusing 
on how digital technologies affect the 
artistic and economic aspects of film-
making. 

 Presentations on �Film in the Digital 
Era�; �Colourist: a new craft?�; 
�Digital Colour Grading� were fol-

lowed by roundtables with profession-
als and GEECT delegates.  

For the second day the GEECT Ex-
ecutive had asked four film schools � 
the NFTS, Beaconsfield, UK; 
PWSFTViT, Łódź, Poland; SSJFTVS, 
Jerusalem, Israel and SNC, Rome, 
Italy � to explain how they go about 
�Selecting Students�.  

The presentations � by Roger Critten-
den for the NFTS, Andrzej Bednarek 
for PWSFTViT, Renen Schorr for 
SSJFTVS and Caterina D�Amico for 
SNC � were followed by discussions 
in small groups and reporting back to 
the plenary.  

The participants expressed a strong 
interest in these practical issues and 
encouraged GEECT and CILECT to 
focus future meetings to other con-
crete topics in film and TV training. 

Over eighty delegates attended the 
Paris conference, quite an impressive 
figure! 

The presentations of the selection 
procedures of the Jerusalem, Łódź 
and Rome schools are reprinted (in a 
slightly edited form) in this Newslet-
ter. 

GEECT 

General Conference at La Fémis, Paris 

van eyken 

 
More selection 
procedures…  
I think they want 
to kill me! 

tatárová 

törhönen 

waldman 
ross 

bednarek 
schorr 

crittenden 

Lauri Törhönen discussing the next  GEECT conference in the Nordic countries Grand old masters are not forgotten at La Fémis 
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In  contrast  to  the  majority of 
European  film  schools,  the 
Sam  Spiegel  Film  School 
works in the total filmmaking 

method and does not make a division 
into  areas  of  specialization.  The 
school incorporates in its curriculum 
studies  of  production,  direction, 
scriptwriting,  cinematography,  edit-
ing, sound etc. for all students. 

The duration of studies is four years. 
In the first year the infrastructure for 
all professions is laid. At every stage 
in the course of the four-year studies, 
the school allows each student to sub-
mit projects in the fiction, documen-
tary or experimental genres. 

Each year thirty students are admitted 
to the school, selected from 180-200 
applicants.  This  demands  that  the 
sorting procedure be able to locate 
candidates with high capabilities in 
the  aforementioned  fields.  Previous 
knowledge or experience in the fields 
of cinema and/or television is not re-
quired. 

The school�s policy is that in an ever 
changing, ever fluctuating ideological, 
esthetical,  technological,  financial 
world, the students should be able to 
respond  and  adapt  quickly  to  the 
changes  taking  place  around  them, 
and to understand the primacy of clas-
sic narrative as a means to communi-
cate and move audiences.  

The school believes that the classic 
narrative  will  not  age  or  become 
anachronistic, and that an emotionally 
stimulating  story  is  the  key  to 
�directing  the  audience�  (to  para-
phrase Hitchcock). 

The school�s method holds that the 
drama�s core is not only for the direc-
tor and scriptwriter to hold and under-
stand, but that storytelling and a grasp 
for drama is also required from the 
producer, cinematographer, editor and 
sound designer. Therefore, the devel-
opment of a fundamental ability to tell 
a story and understand a protagonist�s 

essence is the bread and butter of the 
student�s daily school life.  

The majority of applicants arrive at 
the school aged 21-23 years old, most 
with no previous experience in the 
filmmaking industry. After a 3-year 
military service for men and a 2-year 
service for women most of them come 
with a diminished sense of creative 
self and with identity conflicts and 
crises;  a  so-called  �second  adoles-
cence�. Therefore the school�s sorting 
procedure focuses mainly in identify-
ing the latent potential in each candi-
date. 

In conclusion: since the studies en-
courage versatility and are a total and 
multi-disciplinary experience, stress-
ing the storytelling personality and the 
unique individual voice of each and 
every student, the sorting procedures 
try to find and decipher the character 
and potential in each applicant.   

The tests depict narrative skills, visual 
skills, background, and inner world. 

THE SELECTION TESTS  

In principle, the tests are user-friendly 
and account for the different needs 
and biases of every applicant, recog-
nizing  that  some  need  the  relaxed 
home surroundings and some are in 
need of more stressful conditions to 
function optimally. They are therefore 
divided  into  home  tests  (given  3 
weeks  before  the  exams  taken  at 
school)  and  in-school  tests.  Each 
home test has its school counterpart.  

testing visual and aesthetic ca-
pabilities 

Home test: the applicant is to photo-
graph three different stills, in a subject 
defining intimacy and emotion; such 
as �My Grandmother/Grandfather�. 

The school counterpart (poster test): 
the applicant is to create from one 
sheet of white paper (no additional 
sheets will be given) a poster which 

reflects his inner world and is encap-
sulating and communicating a certain 
message. At the applicant�s disposal 
are  colour  papers,  old  magazines, 
paintbrushes,  colour  gouache  paint, 
colour pencils, glue and more. Dura-
tion: 2 hours. 

Writing Tests 

Home test � examination of general 
writing abilities: C.V. test. Applicants 
with a rich, varied, interesting or artis-
tic life experience grade highly. The 
C.V. is treated not merely as a formal-
ity, but as an indicator no less impor-
tant than any other test. 

Out of C.V. Story � The applicant is 
to  choose  one  meaningful  incident 
that influenced his/her life and write a 
two-page story about it. 

The  School  counterpart:  alternate 
autobiography.  The  applicant  is  to 
write a two-page alternate, imaginary 
autobiography, in light of the follow-
ing quote: �A person�s biography is 
constituted not only of the things he 
had done, but also of the things he 
wish he had done and hasn�t.� (Milan 
Kundera). 

These  series  of  tests  provide  a 
glimpse  of  the  applicant�s  multi-
facets. The idea at the core of these 
tests is to try and evaluate from the 
start which of the applicants is of a 
vital,  entrepreneuring,  and  exciting 
personality and therefore worthy of 
proceeding to the second stage � the 
interview.  

Writing  �  continued �  Narrative 
capability examination 

Home test: �the siren�. The applicant 
is to write a story linked to the Memo-
rial Day siren. The siren may be the 
subject, time frame, motive, or any 
other facet relating to the story. Me-
morial Day in Israel is in memory of 
fallen Israeli soldiers. During the siren 
the �world stands still� for two min-
utes: cars halt, people of all ages stand 

SELECTION PROCEDURES   

 The Sam Spiegel Film & TV School, Jerusalem 
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still and bend down their heads. The 
siren is loudly heard throughout the 
country. Two pages.  

The School counterpart: a moment of 
conflict. The applicant is to recall a 
moment in his/her life when he found 
himself  in  a  conflict  situation  and 
write a story using the same moment 
or situation of conflict. 

Writing � continued � originality/
innovation/humour  

School test: like/dislike/indifferent � 
The applicant is required to classify 
his  likes,  dislikes  and  indifference 
regarding facets pertaining to his in-
ner  world  (politics,  arts,  scenery, 
scents,  colours,  persons,  concepts 
etc.). Duration: 30 minutes. 

optional test: previous works 

Submission of previous works is non-
mandatory. Inasmuch as the applicant 
possesses  previous  works  that  can 
testify to his ability, he is requested to 
choose a single piece of work and 
present it at the day of tests at the 
school. The work submitted may be 
taken from the following fields: film, 
video, music, writing, drawing, graph-
ics, journalism or a series of stills. It 
should be emphasized that work of 
the highest quality only will raise the 
applicant�s chances of admission. 

In  conclusion:  professional  and ex-
perienced teachers, who work in the 
film and television industry, inspect 
the qualification tests. The tests are 
submitted and inspected anonymously 
(with the applicant�s number only). 
Each and every test is checked and 
rechecked by two different examiners. 
In the end, the examiners are in pos-
session of no less than eight works 
made  under  similar  circumstances. 
Therefore, they receive identical con-
ditions of inspection. 

THE CONCLUDING COMMITTEE STAGE 

The school�s director and 4 teachers, 
who functioned as examiners in the 
selection  procedures,  constitute  the 
Concluding Committee that reviews 
all the applicant results. 

Naturally, only a precious few score 
highly in all the tests. These few auto-
matically graduate to the second stage 
� the interview. Roughly 20% of the 

applicants score in the low-to-average 
range and automatically disqualify. 

The bulk of the Committee�s discus-
sions concern the non-definitive re-
sults, involving gaps in different ap-
plicant abilities as shown in the vari-
ous tests. The committee reviews and 
discusses the merits of each case spe-
cifically and decides whether or not 
an interview is to be granted. 

35%-40% of the candidates pass on to 
the interview stage. 

THE B STAGE 

An  applicant  who  has  qualified 
through the school�s test stage will be 
summoned for a personal interview. 
The school�s Director, chair of the 
interview committee and the four ex-
aminers of the Concluding Committee 
are present in the interview. Interview 
duration: 20 minutes. 

With his/her arrival at the interview 
stage and the members of the board 
having read his works, the applicant 
enters a room where his visual works 
are in display. 

He/she is questioned about the pattern 
and framework that guided him/her in 
his/her visual and his Likes & Dis-
likes work. These questions are aimed 
to  ease  the  candidate�s  stress.  The 
Board reaches a decision based on the 
overall personal and artistic impres-
sion left by the candidate. 

Following  the  interviews  and  the 
weighting of test results, the commit-
tee decides which 30 applicants will 
be admitted to the school. 

Renen Schorr,  
Founder Director 

The school believes (…) 
that the classic narrative 

will not age or become 
anachronistic, and that an 

emotionally stimulating 
story is the key to 

“directing the audience”  
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T here  are two film depart-
ments in the National Film, 
Television  and  Theatre 
School,  Lodz,  Poland:  di-
recting  and  cinematogra-
phy.  The  studies  last  four 
years,  the  degree  granted 

being MA level. 

Each year about 120-150 Polish can-
didates  apply for  each  department. 
The entrance exam for Polish candi-
dates starts at the beginning of June 
and generally at the end of September 
for foreign candidates. Five to eight 
students are admitted in each depart-
ment every year. 

The selection tests for each depart-
ment consists of three stages, with a 
selection after each stage. 

Film/Television Directing 
 
First Stage 
◊ An interview with the candidate. 

Conversation about film history, 
literature, theatre, art history, films 
and plays, film and theatre direc-
tors  the  candidate  knows,  likes, 
dislikes. 

◊ Evaluation of the candidates' per-
sonal works: videos, still photog-
raphy, screenplays, paintings 

Second Stage 
About  35  candidates  are  admitted 
after the first selection and go through 
the following tests: 

◊ Directing a short theatre scene (2-
3 minutes). 

◊ Directing a short video scene, no 
sound, 6 � 7 shots, 1.5 � 2 minutes 
with the help of a camera student. 

◊ Taking photos in a town / of an 
event, a place or a person; maxi-
mum15 photographs. 

◊ Documentary interview of a per-
son the candidate does not know. 

◊ Writing a short script. Ideas to be 
taken from a newspaper. 

Third stage 
About 15 candidates are admitted to 
the third stage. 

◊ Each candidate is asked to present 
orally a project of a documentary 
and a feature film.  

◊ This is followed by a long discus-
sion with the candidate. 

After this last stage five to seven can-
didates are admitted each year. 

Film/Television Cinematography 
 
First Stage 
◊ The candidate is asked to take two 

series of photographs � black and 
white and colour � based on an 
idea suggested by a the teacher. 

◊ Conversation  with 
the  candidate  about 
the  two  series  of 
photographs. 

◊ Evaluation  of  the 
candidates'  artistic 
works,  photographs, 
videos,  paintings, 
drawings. 

50% of  the  candidates 
are admitted to the sec-
ond stage. 

Second Stage 
◊ Presentation and evaluation of a 

photo  assignment  made  outside 
the school. 

◊ Written piece about an event,  a 
place, a memory 

◊ Discussion of the  two series  of 
photographs  made  in  the  first 
stage and of the artistic curriculum 
of the candidate 

About 25 candidates are admitted to 
the third stage 

Third Stage 
◊ Candidates are asked to invent and 

shoot a short video scene involv-
ing  movement  and  lighting:  5 
shots, 1-2 minutes, VHS, SVHS, 
digital 

◊ Composition made from different 
objects 

◊ Conversation with the jury about 
film, theatre, literature, photogra-
phy, art and film history 

After this last selection, eight to ten 
candidates are admitted. 

Andrzej Bednarek,  
PWSFTViT, Łódź 

SELECTION PROCEDURES   

 The National Film, TV and Theatre School, Łódź 
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E ach year by the end of Febru-
ary the Scuola Nazionale  di 
Cinema (Italy's National Film 
School) advertises all the re-
quirements  for  application. 
The application form is sent 

to a large number of institutions in 
Italy and abroad, and is also put on 
the web. By the end of April the SNC 
receives  around  1,000  applications 
from potential students who ask to be 
accepted in one of the nine courses 
offered. Applicants apply directly for 
their  chosen course,  and may send 
two  applications  for  two  different 
courses (but not for more than two). 
Of  course  some  courses  are  much 
more requested than others.  

Here are the nine courses, the average 
number of applications received in the 
last  two  years  and  the  number  of 
places  available  for  each  of  them: 
Acting 320 applications for 12 avail-
able places: (6 boys and 6 girls); Ani-
mation 18 places available; all other 
departments take 6 students each year. 
Art Direction 60 applicants; Cinema-
tography 80 applicants; Directing 280 
applicants; Editing 80 applicants; Pro-
ducing 20 applicants;  Screenwriting 
120 applicants; Sound 20 applicants. 

The Animation course 
was  closed  for  two 
years and is re-opening 
now.  We  have 
launched  it  this  year 
with  five  Workshops 
held in five Italian cit-
ies, each of them open 
to 100 students. 

REQUIREMENTS 

All  applicants  must 
have  a  high  school 
diploma  and  a  good 
knowledge of the Ital-
ian language. The age 
required  varies  for 
each course: actors are 
accepted  between  18 
and 22; animators be-
tween 18 and 27; the 

others between 20 and 27. Applicants 
send  an  application  form,  together 
with their c.v. and a 2-page text in 
which they explain why they are ap-
plying to the school, and tell about 
their interests, attitudes, experiences. 
This piece can be really relevant: if 
the applicant manages to give an in-
sight of himself, he/she is half way 
through. Applicants are also required 
to send in a portfolio, composed of 
items  that  differ  from  course  to 
course, as detailed here below.  

Animation: a story for an animated 
film, complete with storyboard and 
drawings for characters and setting. 
Art direction: ten sketches for sets 
and ten for costumes, with a text in 
which the applicant explains his/her 
intentions and the reasons for his/her 
choices. Cinematography: still photo-
graphs,  ten  of  which realized  with 
natural  light  and ten with artificial 
light, with a text in which the appli-
cant explains his/her intentions and 
the techniques employed. Directing: a 
ten minute video and a proposal for 
another film (documentary or fiction). 
For Editing: material edited on a VHS 
with a text in which the applicant ex-
plains his/her intentions and the rea-
sons of his/her choices. Producing: a 

project for a feature that is based on a 
book, with the outline of the story, 
ideas for casting, financial plan and 
budget,  and  an  explanatory  text. 
Screenwriting: two stories to be de-
veloped into films for TV movies or 
TV series. Sound: a piece recorded on 
tape or CD with a text in which the 
applicant  explains  his/her  intentions 
and the techniques employed. As for 
the Acting course, all the applicants 
who are resident in Italy are invited 
for an interview that will be filmed; all 
those who are resident abroad must 
send a VHS tape in which they speak 
about themselves. 

SELECTION PROCESS 

PHASE 1 

For each course there is a commission 
of experts composed of a minimum of 
four members: one must be a repre-
sentative of the SNC Board, one must 
be a film director, the others are pro-
fessionals in the specific field, who 
may or may not teach (permanently or 
occasionally) at the School. For the 
Acting course two commissions are 
appointed: one for the boys and one 
for the girls. Each commission exam-
ines all the dossiers (for the Acting 
course, interviews all the applicants) 
and selects up to 24 candidates for 
Phase  2;  for  the  courses  that  have 
more than 100 applicants, up to 36 
candidates  can be selected.  For  the 
Animation course, up to 72 candidates 
can be selected. This is because the 
candidates  to  the Animation  course 
will ultimately be 18, divided in three 
different specialities which are Tradi-
tional animation, Computer animation 
and Auteur animation. Although the 
candidates may state their preference, 
it is the commission's responsibility to 
indicate the speciality they can follow. 

PHASE 2 

The  candidates  are  examined  by a 
commission that may or may not be 
the same as the one for Phase 1. Phase 
2 takes place in the school and lasts 
3-4 days. Candidates view a film (or a 

SELECTION PROCEDURES   

 The National Film School, Rome 

Caterina D’Amico, Director 
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News from Schools 

During the GEECT meeting at La Fémis, Lauri Törhönen, director of the Hel-
sinki school, suggested organising a travelling conference at his school and 
at Dramatiska Institutet in Stockholm, with a stop-over at the Turku Polytech-
nic.  

All three schools have agreed to collaborate and co-host the second GEECT 
Conference for 2001. 

A working session on the boat crossing from Sweden to Finland has even 
been included in the schedule... 

The conference is well into its planning stage now; theme is the Training of 
Producers in GEECT Schools; date is “Week 45” on Lauri’s calendar: the 
week starting 5th November 2001. 

choice of clips) and write a text which 
is an analysis and a personal apprecia-
tion piece; they have to fulfil other 
tasks, specific to their profession, that 
are decided on the spot by the com-
mission (for instance: they are given a 
theme and asked to develop it); they 
are interviewed on their works, their 
knowledge of cinema,  their  knowl-
edge of other arts. Up to 12 candi-
dates for each course are chosen for 
Phase 3 (12 boys and 12 girls for the 
Acting course; 36 for the Animation 
course). 

Phase 3 

This is a six-week long "Introductory 
course to filmmaking and film cul-
ture", 30 Italian films, introduced and 
analysed by critics and professionals; 
there will also be a number of lectures 
on theoretical issues and a number of 
lectures on the various professions. In 
the afternoon they follow at least two 
specific workshops. Here follows one 
example: in the first three weeks the 
12 directors will form couples with 
the writers, and write a story for a 
short film on a given theme. They will 
also provide visual material for their 
stories (photographs of locations or of 
characters,  screen  tests  of  possible 
actors, etc.). The 12 stories are pub-
lished in a small book. In the other 
three weeks the directors form cou-
ples with the editors, and make a 8-10 
minutes documentary on video on a 
given theme. The 12 documentaries 
are screened on the last day of the 
Introductory course.  At  the end of 
Phase 3 the final selection is made on 
the basis of the evaluation formulated 
by the teachers that coached the stu-
dents. The Animation candidates fol-
low a similar "Introductory course", 
where also the theoretical part of the 
programme is focused on animated 
films. 

Next GEECT Conference   
�The Training of Producers� 

 November 2001  
in Sweden and Finland! 

V�MU, Bratislava 
Prof. Zuzana Gindl-Tatárová has writ-
ten �Hollywoodoo�, a 120 page book 
in which she examines the differences 
between Hollywood and European 
storytelling in narrative films, suggest-
ing building bridges between the two 
�schools� rather than exacerbating 
differences. Filmmakers under special 
scrutiny are Milo� Forman, Quentin 
Tarantino and Luc Besson. 
The book was presented to the press at 
the Art Film Festival of Trenčianske 
Teplice (Slovakia) last June. 
CILECT films were also shown at the 
festival. Zuzana had invited a number 
of CILECT film schools to send their 
most representative films to the festi-
val.  
The CILECT films were shown in 
three 90 minute sessions to an inter-
ested audience, a mix of (Bratislava 
film school) students and tourists of 
the small Slovak spa town.  
 

See also page 25 for more news from 
schools. 

Zuzana Gindl-Tatárová  autographing  her book . 
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MARK THOSE DATES!  
6 �13  April 2002 

CILECT Congress in Melbourne 
at the Victorian College of the Arts 
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PREAMBLE 

This proposed GEECT programme 
takes its name from the Chateau de 
Chambord, near Blois in France, fa-
mous for its double helix staircase, a 
structure that best describes the inter-
meshing elements of the project out-
lined in this document. There is also 
an historical significance in the choice 
of name. Blois was the venue of the 
Congress of CILECT in 1990. This 
Congress was significant in the world 
of film and television training because 
it marked the emergence of regional 
groupings of schools and academies 
in the field 
of audio-
visual me-
dia. In 
particular, 
it approved 
the estab-
lishment of 
GEECT, 
the Euro-
pean grouping of CILECT. As the 
expression of its central philosophy, 
GEECT has had an intensive pro-
gramme of meetings, conferences and 
workshops for teachers and emerging 
film makers, all aimed at providing 
improved teaching methodology for 
professionals who provide the bulk of 
the practical training offered in 
Europe�s schools and academies. 
Amongst the specific topics already 
covered have been animation, docu-
mentary, screenwriting, directing 
(including an examination of the rela-
tionship between directory and ac-
tors), and, most recently, a review of 
the processes by which the most tal-
ented young film makers can be se-
lected for training. Perhaps the most 
impressive programme undertaken by 
GEECT was the four year cycle of 
conferences/workshops examining the 
creative relationship between screen-
writers, producers and directors. 
These Triangle Conferences have 
provided the impetus for the most 

profound change in teaching practice 
in decades, moving many schools and 
academies to create a learning model 
reflecting in microcosm the practice 
of the professional world. This new 
approach has also reinforced the vital 
relationship between the academies 
and film and television industries. 

Through its Executive Committee, 
GEECT plans to sustain this ongoing 
review of training practice, always 
mindful of changing priorities in the 
European industry. 

THE 
PROJECT 

Since the Blois Conference, 
GEECT has represented the only sig-
nificant thinking on a topic that now 
has aroused wider recognition: that of 
training the trainers.  

The structure of almost every 
European academy and school is built 
on the premise that the majority of 
specialist teaching is carried out by 
professional film makers working 
either in blocks of rnasterclasses, 
seminars or tutorials, or for longer 
periods in the breaks between projects 
in their professional life. Without 

these symbiotic relationships, few, if 
any, academies could survive. How-
ever, the process by which these pro-
fessionals are prepared to impart their 
knowledge and experience to the fu-
ture general of film makers is largely 
ad hoc, without a systematic approach 
to planning and preparation, without 
clear objectives and methodology.  

GEECT is mindful of the need 
to provide some forms of concen-
trated training to maximise the unique 
opportunities offered by these profes-
sionals. Secondly, attention needs to 
be paid to the demographics of the 
teaching corps. A number of teachers 
in most academies are two genera-
tions removed from those they teach. 
Implicit in this observation is the in-
herent conservatism and inflexibility 
of an aging teaching staff. Younger 
professionals need to be encouraged 

to par-
ticipate 
in the 
process. 
The sec-
ond ele-

ment of this project �� another strand 
within the helix �� is an awareness of 
the need to provide post-graduate 
(beyond film school) training for the 
most talented young filmmakers in 
Europe. This �bridge� experience 
would prepare participants to make 
fuller use of the numerous develop-
ment initiatives available in Europe �
� EAVE, ACE, Arista, SOURCES, 
etc. GEECT recognises particular 
areas of training where this advanced 
training would be most effective: 1. 
Production, particularly in marketing, 
exhibition, distribution. These ele-

THE CHAMBORD PROJECT 

The second element of this project is an 
awareness of the need to provide post-
graduate training for the most talented young 
filmmakers in Europe. 

 

Dick Ross sets out here a project proposed by the GEECT Executive.  

The project is still in its initial draft phase . 

the process by which these professionals impart their 
knowledge and experience to the future general of film 
makers is largely ad hoc, without a systematic ap-
proach to planning and preparation (…..) we are mind-
ful of the need to provide some forms of concentrated 
training to maximise the unique opportunities offered 
by these professionals.  
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ments are not taught as major compo-
nents of Producer training in most 
academics, where the concentration is 
on development and production, 2. 
New Technologies. By now, hardly 
new. However this field is constantly 
developing and no school is able to 
operate at the cutting edge. The appli-
cation of new technological advances 
in the audio-visual media, their poten-
tial power, and experimentation with 
new forms of presentation, production 
and postproduction 
need to be ad-
dressed. For exam-
ple, there has been 
an increasing con-
cern about the role 
of the story teller/
screenwriter in 
relation to new technologies. This 
needs to be formalised beyond the 
present workshop or conference ap-
proach to a full scale research project 
on an international level. There are 
other subjects for advanced training, 
but creating an effective model using, 
those outlined above would provide 
the basis for a new concept in profes-
sional training. Other specialisations 
could merely be added as they are 
identified. Many of those involved in 
film and television education recog-
nise the need for further training 
�beyond the academy.� Few, if any 
schools, have the resources to service 
that need. 

The Process Advanced training 
needs advanced trainers operating in 
an advanced environment. These 
trainers need to be trained. This could 
be most effectively carried by using 
an intensive, short course model 
bringing together experts and young 
filmmakers who have recently entered 
the profession into a single learning/
training experience. In the interests of 
diversity, and accepting the realities 
of cost, organisation, and local exper-
tise, this notional training centre 
should be mobile, with specialist 
�packaged� courses prepared to a 
central directive and monitored to 
ensure the highest possible standard. 
This could be achieved by forming an 

alliance of key schools willing to par-
ticipate by providing centres of ex-
perience. In effect, each contributor 
would provide, say, one, two or three 
workshops each year and provide 
organisational and administrative sup-
port. Each workshop would thereby 
become a building block in a solid 
structure, whilst at the same time of-
fering, the potential of transferring 
each course to other centres as a pack-
age. Ideally, each package could be 

adapted to be rele-
vant across disci-
plines. For exam-
ple, a workshop in 
new forms of story 
telling in a digital 
environment could 
be designed for 

screenwriters, but then offered to pro-
ducers. Image manipulation in post-
production could be relevant to writ-
ers, who could respond imaginatively 
to its potential. 

This programme would also be 
the �case study� experience for the 
new generation of trainers. Their par-
ticipation would be both a learning 
experience and a sharing of contem-
porary professional practice. If co-
ordinated as a single programme, cen-
trally defined and designed, the train-
ing the trainers component would 
encircle the central core �thus creat-
ing the Chambord effect, the double 
helix. 

Dick Ross, April 2001 

 

Each workshop would thereby 
become a building block in a 
solid structure, whilst at the 
same time offering, the potential 
of transferring each course to 
other centres as a package. 
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The International Conference 
"Documentary Trends and Perspectives" 
brought together Brazilian and foreign 
researchers and producers who are con-
nected with documentary movies. The 
initiative is the result of the "Iberian-
American Sights" project, developed by 
FEISAL (Ibero-American Federation of 
Image and Sound Schools) to improve 
documentary teaching and production in 
the regions' film schools.  

The Conference was coordinated by 
Maria Dora G. Mourão, University of 
São Paulo (USP) professor and presi-
dent of FEISAL, FORCINE - Brazilian 
Forum of Cinema and Audiovisual 
Schools, and Fernão Pessoa Ramos, 
Unicamp professor, and president of 
SOCINE (Brazilian Society of Cinema 
Studies). 

The documentary currently holds a cen-
tral place in the reflection about film 
and audiovisual production. The aim of 
the conference was not to limit docu-
mentary to a narrow definition of 
"documentary cinema", strictly related 
to more traditional production types. A 
contemporary definition goes much 
further: from the group of images that 
invade our daily lives via the TV and 
Internet, to the avant-garde experiments 
which are open to "intertextuality" and 
personal, first person, movies.  

The organization of the panels covered 
a wide range of audiovisual produc-
tions, and also focused on Brazilian and 
Latin American documentaries, the 
teaching of documentary and ethical 
issues. 

The panel "Boundaries and Traditions 
in Non-Fictional Cinema" investigated 
the limits of non-fictional cinema in 
relation to fiction. Can we isolate the 
genre and distinguish it in a precise 
way? What are its borders within the 
cinematic tradition? In what way can 
one define what is documentary in the 

moving image realm? Co-ordinated by 
Silvio Fishbein, filmmaker and profes-
sor at the University of Buenos Aires, 
the guest panelists were Brian Winston, 
Westminster University, London; José 
Carlos Avellar, film critic, former presi-
dent of Riofilme; Philippe Dubois, Sor-
bonne Nouvelle, Paris III; Fernão Pes-
soa Ramos, UNICAMP and president of 
SOCINE (Brazilian Society of Cinema 
Studies).  

In the 90's, avant-garde cinema and its 
distinctive marks of rupture, fragmenta-
tion and inter-textual elements were still 
strongly present in the film world, re-
vealing new horizons for non-fictional 
cinema. The relationship between 
avant-garde and non-fictional cinema 
was examined by the panel 
"Documentary Cinema and Avant-
Garde". Co-ordinated by Marcius Freire 
UNICAMP, the guest panellists were 
Michael Renov, University of Southern 
California; Pierre Bongiovanni, "Centre 
de Recherche Pierre Schaeffer", France; 
Peter Zimmermann, Stuttgart Cinema 
House, Germany; David França Men-
des, film critic and director of �2000 
Nordestes�, a documentary shot and 
postproduced in digital video. 

Panel 3 "Documentary Production: from 
film to digital" reflected upon documen-
tary and the new technologies. With the 
development of digital media documen-
tary has undergone radical changes, no 
longer belonging exclusively to the 
cinema universe. Thinking about docu-
mentary today, demands an investiga-
tion in new technologies and the revolu-
tionary perspectives they bring.  

Co-ordinate by Roberto Moreira, film-
maker and professor at the University of 
São Paulo, the guest panelists were 
Jorge La Ferla, University of Buenos 
Aires and organizer of the "Euro-
American Digital Video and Art Exhibi-
tion"; Laurent Roth, Director of the 

Festival International du Film Docu-
mentaire de Marseille; Maria Dora 
Mourão, University of São Paulo. Presi-
dent of FEISAL and FORCINE 
(Brazilian Forum of Film Schools); 
Eduardo Coutinho, one of the most im-
portant Brazilian documentary makers. 

Panel 4 �Brazil, Latin America and 
Documentary� showed a panorama of 
the documentary production in Latin 
America. With a strong tradition in this 
continent, Latin-American documentary 
was especially prolific in the 70's and 
80's. Co-ordinated by Henri Arraes Ger-
vaiseau, filmmaker, professor and re-
searcher, the guest panelists were Juan 
Francisco Urrusti, Centro de Capaci-
tación Cinematográfica, Mexico; Rus-
sell Porter, Australian Film and Televi-
sion School and Columbia College Chi-
cago; Amir Labaki, film critic and di-
rector of the International Documentary 
Festival "It's all True" in São Paulo; 
João Moreira Salles, one of the leading 
Brazilian documentary-makers. 

Panel 5 "Education and Documentary 
Production" discussed the role of docu-
mentary inside the university and the 
schools. How do we tackle the issue of 
production? What would be the speci-
ficity of documentary production inside 
the schools? How to deal with the ethi-
cal questions related to this production? 
In this panel, the videos from the project 
�Miradas Iberoamericanas" (Ibero-
American Sights) were also debated. 
Co-ordinated by Andrea Stavenhagen,  
Centro de Capacitación Cine-
matográfica Mexico City, the guest 
panelists were Michael Rabiger, Colum-
bia College Chicago; Marília Franco, 
University of São Paulo ; Vladimir Car-
valho, one of the most important docu-
mentary-makers in Brazil; Javier 
Herrera, Director of the Spanish Film 
Archives and documentary researcher.  

(Continued on page 22) 

FEISAL 

INTERNATIONAL CONFERENCE �DOCUMENTARY TRENDS AND PERSPECTIVES�  
IBERO-AMERICAN SIGHTS VIDEO EXHIBITION (4th - 7th April 2001- São Paulo, Brazil) 
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NEW TECHNOLOGIES UPDATE 
Since DV technology is taking more and more of the professional tasks, this edition of Update concen-
trates on accessories that bridge the gap between the consumer or semi-professional equipment and its 
professional use. Of course, there are other news, too.  

Nenad Puhovski 
Chair Standing Committee for New Technologies 

CAMCORDERS 

 
 

DV BASED NON LINEAR SYSTEMS    

 

Panasonic AG-DVC15 teams three Interline Transfer (IT) CCDs with 43-mm 
filters and a large-diameter 12X optical zoom lens. Manual controls include 
manual focus, manual iris, automatic white balance, program auto exposure, 
ND filter and Gain Up (to +12dB). For easy viewing, the unit offers a built-in 
3" color LCD monitor or 0.5" color viewfinder. Camcorder is equipped with 
two 16-bit or four 12-bit digital PCM audio channels, two XLR audio connec-
tors, audio level indicator, manual audio VR (independent channel 1/channel 
2), a built-in stereo mic and external mic input. 

 AVID XPRESS DV - affordable editing solution planned for computers running  Win-
dows 2000. This software-only versions will enable capture and playback of DV25 through IEEE-1394 cards, as 
well as control for DV cameras and decks. In short, what is needed is to put this AVID together are powerful PC 
with FireWire board and fast disks.  

 Similar to the above, but for less than half of the price, FAST has launched FASTstudio.DV. 
Based on Fast studio software to be found in Sony ES-3, Fast Purple and Silver, this software is now available to 
the widest editing community. It comes in two flavors - desktop (with a FireWire card) and laptop (with a Fire-
Wire PCMCIA card). 

 DVRexRT Professional by Canopus is a new version of the famous Windows 
based system. It's component video I/O, balanced audio I/O and RS-422 analog deck control allows capture of 
professional-level analog material. It includes real-time editing, MPEG encoding, DVD authoring, soundtrack 
creation and Internet streaming tools. 

 Rolland's DV-7 "Video Canvas" is a stand-alone, "turnkey" nonlinear audio and video edit-
ing workstation designed for high end consumers and pro-sumers. It uses the native DV format throughout entire pro-
duction and also digitized analog video. Comes with its own editing software, incorporating also real-time processing. 
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 Centuryoptics produces the whole range of optical accessories for DV and DVCam 
cameras. From wide angle adapters and zoom-thru converters to custom lenses for specialty applications, from 
16:9 widescreen adapters up to Achromatic Diopters, mate boxes, etc 

 Optex is another famous manufacturer of optical accessories. One of the examples from 
the DV line is their new mount for Arri Lenses to be used on Canon XL1. Using it, it becomes possible to use 
Arriflex PL mounted 16mm, Super 16 and 35mm prime lenses with Canon XL1 camcorders. 

 Beach Tek produces dual XLR adapter for use of  professional microphones with 
consumer DV cameras. Used by a number of professionals who use high end consumer camcorders like Canon 
XM-1, Sony VX2000, etc., but don't want to be deprived from the use of the professional microphones. Comes in 
different shapes for different cameras. 

 VZ-Pro-LX lens control from VariZoom offers a new way to perform zooms on consumer 
DV cameras through the LANC connector. Instead of the traditional zoom rocker, there are two buttons which 
provide a soft, smooth touch for activating zooms, 

 DistanceDV cabling solutions are available in 10, 20 and 50 meter lengths. DistanceDV ca-
bles are designed to extend the distance of DV signal beyond the 4.5 meter spec limitation. Each end includes a 
locking four to six pin adapter for maximum flexibility.  

 Post-Op Video�s EZ Keyboard for Final Cut Pro offers its users the ability to 
easily navigate the built-in keystrokes of Final Cut Pro, allowing faster edit and more efficiently than using the 
mouse to point and click. USB keyboard will work on either G3 or G4 computers, and may be used for all other 
Macintosh applications, as each key is also identified with its original letter or symbol. 

DV ACCESSORIES 
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 ShuttlePRO Multimedia Jog & Shuttle Controller by Contour  Design is an USB device and 
it's software is developed for Macs only. Advanced driver allows application specific programmability of its thir-
teen buttons  and the �jog and shuttle� knob. The device is programmable for editing software, too. 

 Videonics CommandPost control panel and application enables custom control 
of multimedia and editing applications. The individual controls can be assigned to key sequences that are saved as 
application templates. The intelligent CommandPost application follows the workflow and automatically switches 
the template between applications.  

 Dazzle Fast Hollywood DV-Bridge converts any analogue, VHS, SVHS, Hi8, etc. 
tapes into the high quality DV format and vice versa. Since this is done via the hardware codec and in real time, 
the results are as good as with any other DV device with build in analogue I/Os. For use with FireWire-only DV 
boards or computers with FireWire equipped motherboards. 

 Canopus DV Format Converter will take DV clips and convert them between 
NTSC and PAL without leaving DV. Using proprietary interpolation algorithm to retain smooth movement, the 
DV Format Converter gives the flexibility to use and deliver DV content in NTSC or PAL without using tradi-
tional analog conversion devices. 

 Ikelite underwater housing for DV Camcorders. Housing includes controls for: Power on/off, 
Start / Stop, Snapshot, Zoom, White Balance, Focus Lock, Manual Focus, Exposure Button, Exposure Dial, ND 
Filter, AE Program, Menu Button. Includes external UR/Pro filter, wide angle lens, and Video Eye viewfinder 
magnifier. 
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responsive  to  the  creative 
needs  of  its  students,  and 
willing  to  evolve  to  meet 
those needs. 

VISIONS 1: 1994-1995  

The project�s first leader was 
Michael Rabiger, whose book Direct-
ing the Documentary is still the most 
influential teaching text in the field. 
Michael organized the first workshop 
as a set of three meetings, over a span 
of a year and a half, with students 
developing proposals, shooting foot-
age and editing their projects between 
the three gatherings. The first meeting 
was the longest that Visions has ever 
held:  twenty-six  days  at  the  Liter-
arisches Colloquium Berlin-Wansee, 
hosted by HFF �Konrad Wolf�, Pots-
dam-Babelsberg. It included a set of 
three shooting exercises on videotape, 
designed not only to teach documen-
tary techniques but also to give par-
ticipants a chance to bond with one 
another. These alternated with exer-
cises on paper, designed to stimulate 
cinematic thinking, and with discus-
sions  of  the  workshop�s  central 
theme:  �Confronting  the  Stranger.� 
Screenings  of  documentaries  from 
several countries were held at night, 
and a separate seminar for teachers 
from participating schools was con-
vened in the middle of the month.  (It 
produced a book in German and Eng-
lish,  Teaching  the  Documentary  in 
Europe,  which captured ideas from 
the teacher�s meeting and collected 
the favorite exercises of that group.) 
In the last two weeks of the work-
shop, students were asked to screen 
the film they had used as an applica-
tion to the program, for discussion 
and evaluation by everyone. Finally, 
each participant was assigned to de-
velop  a  documentary  concept  that 
would  conform  to  the  overarching 
theme. These were discussed in pri-
vate appointments between the stu-
dents  and Michael,  or  between the 
students and one of the two educators 
he had hired as co-teachers � myself 

and Madeleine Bergh of the Dramatic 
Institute  in  Stockholm.  After  some 
rewriting, each student presented his 
or her proposal to the whole group, 
with the intention of heading home to 
produce it. 

The second meeting was held in Pra-
gue, from January twenty-first to Feb-
ruary fifth of 1995, where students 
were expected to report on the pro-
gress they had made. Most were still 
in  preproduction.  Only  a  few had 
footage to show, and only one (the 
Dutch film that later won the Tuschin-
ski prize) was in rough-cut. A few 
projects were stalled, either because 
of  conflicts  with  the  filmmaker�s 
other schoolwork, or because of prob-
lems with subject matter. As teachers, 
we  were  faced  with  the  difficult 
choice  of  sticking  to  our  schedule 
(and perhaps eliminating some pro-
jects that were falling behind) or al-
lowing the timing of productions to 
diverge, at the risk that some of them 
would  become  untenably  extended. 
Then we had a piece of luck. Rolf 
Orthel, one of the early organizers of 
the project, struck an agreement with 
the International Documentary Festi-
val Amsterdam to review those films 
that were complete by late fall. If the 
completed movies met the reviewer�s 
standards, they would be given a side-
bar screening at the festival itself in 
early December, out of competition 
but open to all ticketholders. 

This proved to be exactly the kind of 
incentive  our  students  needed  – a 
new goal with the alluring prospect of 
public exposure, but only for those 
projects  that  were  completed  on 
schedule.  Eleven  productions  were 
finished in time for the festival, all of 

I n April of this year, the Visions 3 
workshop  for  European  docu-
mentary students  met  in  Brati-
slava to critique its current crop 
of works-in-progress, and I was 
struck again by how much the 

project has evolved from its begin-
nings in l994. Teaching Visions has 
always been a thrill for me, because 
the pool of participants is so interna-
tional, and because the primary goals 
of the project are idealistic. At its be-
ginning, the workshop was conceived 
not only as a greenhouse for the next 
generation of non-fiction filmmakers 
in Europe, but also as a way to en-
courage  production  across  national 
borders, on the eve of the European 
Union. It has succeeded at both those 
tasks. When I hear that a former par-
ticipant from Austria is using a Ger-
man/Japanese  colleague  he  met  in 
Visions to help produce his new film, 
or that a student from Holland is still 
making movies, despite the births of 
her two children, it seems to me that 
the hopes of the GEECT leaders who 
put the first  workshop together are 
actually being addressed.   

The Visions Project has an unusual 
structure. A program without physical 
facilities or production equipment of 
its own, it moves gypsy-like from one 
country to another. It has always been 
financed in stages, and is dependent 
on students� home schools to produce 
the projects it develops. Its form may 
defy conservative notions of how film 
education should be organized, but in 
seven  years,  its  participants  have 
completed twenty-six documentaries 
in seventeen countries, with thirteen 
more now in production. All of the 
completed films have been exhibited 
beyond the classroom. Several have 
won prizes. A few have been screened 
internationally,  and one walked off 
with the Tuschenski Prize, Holland�s 
award for best student documentary of 
the year. 

What has made this possible, I think, 
is that the project has always been 

PANNING THE HORIZON: THE EVOLUTION OF 
GEECT�S VISIONS PROJECT 

Chap Freeman, 
Columbia College Chicago 
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which were accepted for screening. 
Visions  1  concluded  with  a  third 
meeting  in  Amsterdam,  to  attend 
IDFA and critique the finished films. 
(As a footnote, I should add that one 
of the films that did not begin produc-
tion � a Finnish study of a young 
woman who had killed her  child�s 
father  �  was completed almost  six 
years after our meeting in Prague � 
proof once again that patience can be 
a documentarian�s best friend.) 

VISIONS 2: 1997-1998 

Two years later, when money became 
available for a second round of Vi-
sions, Michael Rabiger was already 
booked with other work. But Made-
leine Bergh and I had an advantage 
that would help us compensate for 
this loss.  Visions 2 would meet in 
Amsterdam, hosted by NFTVA, and 
the first session would coincide with 
IDFA 1997. This allowed us to use 
the festival�s bookings as fodder for 
our own discussions,  and gave our 
students some access to the press kits 
and pitching which are part of its pro-
fessional market. Madeleine also ar-
ranged for a classroom visit from a 
young Swedish filmmaker who was 
screening  her  first  documentary  at 
IDFA. She attended with her cinema-
tographer and her producer. All three 
of these women were eye opening for 
our students, some of whom had not 
fully comprehended what it takes to 
produce and market a movie outside 
the classroom.  

Thanks to feedback from students in 
Visions I,  Madeleine and I had al-
ready  made  some  changes  in  the 
workshop�s  schedule.  One of  these 
was to eliminate the common theme, 
which  had  proved  more  ephemeral 
than anyone expected. Another was to 
increase the emphasis on projects that 
students had completed before they 
came to the workshop. Our Visions 1 
students had told us that those films, 
fragmentary  and  unsophisticated 
though they often were, had provided 
them with their best understanding of 
each other�s personalities and aspira-
tions. They said that the development 
of personal points of view, and the 
discovery of the themes which come 
from  point-of-view,  had  been  the 
most valuable lessons of their work-
shop. They had told us that, in future 
rounds, whatever we could do to en-

courage  self-awareness  would  be 
worthwhile. 

Our Visions 1 students had also said 
that the three shooting exercises, al-
though valuable as a source of cama-
raderie, were emphasizing technical 
information which most of them al-
ready knew. So Madeleine and I de-
cided to eliminate one of those exer-
cises,  making room to screen more 
early work. 

The other change we made was to ask 
students to submit a proposal for their 
Visions film as part of the application 
process, rather than at the end of the 
first session. This, we hoped, would 
speed  the  process  of  getting  ac-
quainted and extend the time for cri-
tiques. 

And so it did. By the end of our meet-
ing  in  Amsterdam,  projects  looked 
somewhat better  on paper.  And by 
spring,  the  changes  we  had  made 
seemed to be speeding up production. 
When we met for our second session, 
hosted by the Bulgarian National Film 
Academy in Sofia, more projects had 
at least some footage to screen, and 
those that didn�t seemed more fully 
articulated on paper. Teacher-student 
conferences  were  intense,  in  Sofia, 
and student-student conferences had 
begun to yield something more than 
emotional support. 

At the third meeting in October, spon-
sored by the Scuola Nazional di Cin-
ema in Rome and held in a monastery 
two hours south of the city, so many 
of the projects were near completion 
that I was inspired to add a study unit 
on the promotion and distribution of 
these films. This met with mixed re-
sults. Some students felt enthusiastic 
about printing posters and managing 
screenings to publicize their projects, 
while  others  felt  that  such  self-
promotion  might  backfire,  in  their 
countries,  calling the value of their 
work into question. This reminded me 
that the workshop, for all the common 
ground we had managed to  create, 
was still a meeting of different, and 
sometimes disparate, cultures. 

Once again, thanks to the efforts of 
Rolf Orthel, the Visions 2 films that 
were complete by fall were accepted 
into IDFA, bringing the workshop full 
circle.  Since  GEECT  funding  had 
been allocated to the first three meet-

ings, not all the students were able to 
attend this additional event, but those 
who did got to see their work in pub-
lic. 

VISIONS 3: 2000 - 2001 

Funding for Visions 3 came suddenly 
and late at the end of 2000, thanks to 
the  creative  efforts  of  Caterina 
D�Amico at Rome�s SNC. The first 
meeting was held in Chieri, near Tu-
rin, in a space that was earmarked for 
the  Italian  school�s  animation  pro-
gram, but which had not yet been oc-
cupied.  Already convinced  that  the 
training of point-of-view was one of 
our most valuable lessons, Madeleine 
and I took one more step, asking each 
student to begin the workshop with a 
single presentation that included both 
a screening and critique of past work, 
and a presentation of the new pro-
posal.  Although time consuming,  it 
was remarkable how much this tech-
nique did to uncover latent themes 
and interests. We maintained the two 
shooting  exercises  from Visions  2, 
whose  bonding  properties  seemed 
especially strong this time.  At the end 
of the meeting,  we also asked our 
students  for  a  more  complete  and 
critical self-assessment. These reports 
showed us that Visions students are 
becoming better at defining their own 
interests and subject matter. As a di-
rect  result,  they are also becoming 
more efficient at planning their films. 

Our support was strong in Chieri. Rolf 
Orthel contributed a lecture on con-
structing effective openings, and Mi-
chael Rabiger returned to talk about 
how documentaries  can  create  dra-
matic structure, build characters, and 
manipulate  time.  He  and Rolf  met 
individually with many of the  stu-
dents, multiplying the number of crea-
tive reactions to their proposals. As a 
supplement, the group also had a visit 
from two Italian documentarians, who 
screened the  director�s  cut  of their 
film on the war in Afghanistan. Long, 
violent, and moving, it reminded us 
that one great goal of non-fiction film 
is simply to bear witness. A second 
screening, from a videomaker whose 
work culls World War II footage from 
the film archive in Turin, showed us 
both how potent those images really 
are, and how difficult it is to turn 
them to contemporary purposes.  

And so, in April, we arrived in Brati-
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slava, for a second meeting hosted by 
FTF V�MU. Once again, the films-in-
progress looked tighter, more defined, 
and  more  self-expressive  than  they 
had in previous rounds. Even those 
proposals which had collapsed since 
December were replaced by their au-
thors with others just as provocative � 
a good sign that students are learning 
to work from inside their own beliefs. 
Our  host,  Zuzana  Gindl-Tatárová, 
remarked on the  number  of strong 
projects from women, and observed 
that our students seemed very suppor-
tive of each other�s efforts. 

The value of Visions 3 will lie in its 
results, of course. If these productions 
proceed as scheduled,  a number of 
them will again be finished in time for 
application to IDFA, which has be-
come our greatest source of external 
support. By providing a tight but rea-
sonable deadline for completion, the 
Dutch festival has given our students 
something  immediate  to  aim  for. 
Nothing, it seems, improves a film-
maker�s  energy like  the  knowledge 
that an audience is waiting. And noth-
ing  improves  an  educational  pro-
gram�s performance like the opportu-
nity to revise and try again. 

Chap Freeman, 
Columbia College Chicago 

 

issue was the subject of discussion at 
the recent GEECT Paris conference at 
La Fémis.  

We  see  certain  potential  values, 
largely at a theoretical level, in the 
submissions  of  potential  students. 
How do we endorse and nurture these 
values and enlist them to serve the 
needs of film practice, in our teach-
ing? 

What kinds of theory do we need in 
the  teaching of film and television 
practice, how much, and how should 
it be taught in order to foster and pro-
mote the quality of creative work? 

So that we may share different points 
of view on the same subject. this four-
day conference will be divided into 20 
minute time slots. 20 minutes is also 
the length of the papers that should be 
submitted.  

One of the four days is going to be 
devoted to the evaluation and assess-
ment of curricula. Theoretical curric-
ula at certain numbers of schools are 
going to be presented and evaluated 
as case studies.  

I am proposing the following topics 
(but feel free to propose new ones, or 
to modify, for example, by combining 
my suggestions): 

∗ The central values at play in a film 
school 

∗ 100  basic  notions  and  concepts 
that a film-maker should master 

∗ 20 non-fiction books that students 
should read 

∗ 50 works of fiction that should be 
read by students 

∗ 20  theatre  plays  that  a  student 
should have seen 

∗ 50 obligatory classic films that a 

(Continued on page 20) 

Igor Kor�ič, Project Head  

�Shall  theory  leave  it  here, 
and  move  on,  self  satisfied 
with absolute conclusions and 
rules? Then it is of no practi-
cal use. Theory must also take 
into account the human ele-
ment; it must accord place to 
courage, to boldness, even to 
rashness.  

The art (of war) has to deal 
with  living  and  with  moral 
forces,  the  consequence  of 
which it is that it can never 
attain the absolute and posi-
tive.� 

Von Clausewitz, On War 

The aim of the CILECT project with 
the working title Kalos - k�agathos, 
selected at the last CILECT congress 
at  Ebeltoft,  was  to  investigate  the 
problems that we have with the theo-
retical part of film school education.  

Our  first  consideration  was  the 
�theory of film� itself. But it is obvi-
ous that such a scope is inappropriate. 
We decided to consider more general 
aspects of theoretical teaching at film 
school,  including the theory that is 
necessarily also part of craft subjects 
like editing and directing. 

We tend to use the notion of theory, 
for everything from an explanatory 
model and self-reflection to subtler 
philosophical  thought,  and it  could 
benefit from more careful considera-
tion. 

The obvious central issue concerning 
work at films schools is that of qual-
ity. Of course we want good, creative 
filmmakers  who  will  make  good 
films. But what are the values that we 
are looking for and promoting? How 
do we identify potential values in the 
process  of  student  selection?  This 

CILECT CONFERENCE  
THEORY FOR FILM SCHOOLS 

Ljubljana  
15 � 18 November  2001 
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Workshop, with the 
aim  of  designing 
new teaching mod-
ules to improve the 
creative  relation-
ship and the mutual interaction be-
tween Producer and Director. 

TRIANGLE Stage 3 consisted of a 
Students� Workshop and a Teachers� 
Workshop. The professionals running 
the workshops were Gianni Amelio, 
Gyula Gazdag, Robert Nickson, Mark 
Shivas, and Neville Smith. 

The Students� Workshop 

The Students� Workshop was an In-
tensive Course aimed at recent Gradu-
ates or Students in the final year of a 
full-length  degree  course,  and  took 
the form of training through projects. 
Each team of Students presented a 
project of fiction to propose to the 
industry  when  they  leave  school. 
Amongst the projects that had been 
proposed,  eight  were  selected:  five 
scripts to be developed into features; 
one outline to be developed into a 
serial  interactive  video  game;  two 
features that had already been shot 
and were presented in their first cut. 
Six professionals � four from Europe 
and  two  from USA -  formed  two 
teams of tutors composed of writer, 
director,  and  producer.  During  the 
first half of the day each team of Tu-
tors  analysed,  discussed and devel-
oped the selected scripts or films and 
related production plans, demonstrat-
ing the attitude and methods operating 
in the industry. The second half of the 
day was devoted to re-thinking and 
re-writing. 

The Teachers� Workshop 

The Teachers� Workshop was divided 
in two parts: during the first half of 
the day the Teachers attended the Stu-
dents� Workshop as observers, in or-
der to experience the complementary 
approaches to professional script de-
velopment and editing as a practical 
example of the creative and collabora-
tive nature of the 3-way relationship. 
In the second half of the day details of 
curricula already in use in academies 
were explained and demonstrated for 

delegates, to focus on specific curric-
ula aimed at integrating the training of 
writers, directors and producers as a 
creative partnership. Then the teach-
ers were in dialogue with the tutors 
who coached the students� workshop: 
to move from the particular  to the 
general, the tutors responded to ques-
tions put by the teachers who attended 
the students� session, using the morn-
ing experience as case studies. 

In the evenings, student films from 
the various schools were screened and 
discussed,  in  order  to illustrate  the 
results of existing curricula. Also two 
first feature films were presented as 
case  studies,  introduced  and  com-
mented  upon  by their  authors  and 
producers. 

Caterina D�Amico 

The third and last stage of the Trian-
gle Project took place in Turin, 18-25 
February 2001.  

The TRIANGLE Project deals with 
enhancing the  understanding of the 
importance of the effective relation-
ship  between  Writer,  Director  and 
Producer. 

These three key figures � always the 
initiators of any film � must learn how 
to collaborate more effectively in or-
der  to  create  and  present  a  viable 
product. We believe that this learning 
process should be central to the prac-
tice of European film and TV schools. 

We need to train the trainers, to create 
awareness  in  the  teachers  that  will 
raise the issue of marketing the audio-
visual product internationally. 

We want to establish models of new 
integrated curricula for the courses of 
Writing, Directing and Producing in 
European film and TV training insti-
tutions, with special attention to the 
development  of  the  Producing 
courses. 

To do so, in 1996 we designed the 
TRIANGLE Project and presented it 
to  the  MEDIA  II  Training  Pro-
gramme. The Project was selected. 

TRIANGLE 1 � a Teachers� Confer-
ence � was held in Rome in December 
1996. The Conference produced sug-
gestions for new integrated curricula 
for the courses of Writing, Directing 
and Producing, giving particular at-
tention to the relation Writer-Director. 
The papers of the Conference were 
published  and  circulated  to  the 
CILECT schools. 

TRIANGLE 2 � a Teachers� Work-
shop � took place in Terni in October 
1998, again with the support of the 
MEDIA II Training Programme. The 
Workshop produced suggestions for 
teaching  procedures,  especially  on 
script development and on the relation 
Producer-Writer.  A  Report  on  the 
Teachers�  Workshop  was  published 
and circulated to the CILECT schools. 

TRIANGLE 3 � the last stage of the 
Project � took the shape of a double 

The Triangle Project: A Look Back 
The Triangle project was initiated in 1996 by Caterina 
D�Amico and has been one of the most successful GEECT 
CILECT projects, together with VISIONS. The project has 
been made possible thanks to the support of the EU MEDIA 
programme. 
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∗ Useful theories on documentary 
∗ Useful theories on art design and set 

design 
∗ Useful theories on script writ-
ing 
∗ Useful theories on make up 
∗ Useful  theories  on  costume 
design 
∗ Useful  theories on film pro-
duction 
∗ Theories of artistic collabora-
tion 
∗ The  knowledge  that  film-
makers should have when leaving 
film school 

student should have seen 
∗ Film theories that should be part 

of film school curricula 
∗ The quantity of film theory that is 

necessary for a student 
∗ How theory  of  film  should  be 

taught at film schools  
∗ �Non-theoretic� theory that might 

be useful 
∗ Necessary theory from other disci-

plines (musicology, dramaturgy)  
∗ The  possible need for any inter-

pretative training  
∗ The  importance  of  other  arts, 

drama,  literature,  music  at  film 
school  

∗ Aesthetic values to be taught at 
film school 

∗ The need for film history at film 
schools 

∗ How film history should be taught  
∗ The need  for philosophy  
∗ The need for sociology, sociology 

of culture and media  
∗ The  need  for  psychology  and 

socio-psychology 
∗ The theoretical lessons of the Tri-

angle project 
∗ Useful theories on editing 
∗ Useful theories on directing 
∗ Useful  theories  on  cinematogra-

phy 
∗ Useful theories on sound 

(Continued from page 18) 

Neville Smith, Tutor of Triangle Project 

Gyula Gazdag, UCLA, Tutor of Triangle Project 

Some participants at the closing session  of Triangle 3 in Chieri, Turin 
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The  Beijing  Film  Academy's 
International  Student  Film  & TV 
Exhibition in May, 2001 was the first 
student film exhibition in P.R.C film 
history. 

More than 120 students films from 15 
countries and regions were entered, 
and more than 60 students films were 
selected for the competition. 

The  Organization  Committee  was 
mainly  composed  of  graduate  and 
undergraduate  students  from  the 
Directing Dept. of BFA. Their work 
involved the film selections and film 
translation. 

The Jury members consisted of the 
professor, teachers and students of the 
Directing  Dept  of  BFA.  The 
Chairman was Professor Xie Fei, and 
the members were teacher Mr. Wang 
Hong Wei, one graduate student and 
three undergraduate students. 

The preparation work began at the 
beginning of January and ended in 
March. The preparation time was so 
short that some entries arrived after 
the beginning of the film exhibition. 
The  universities  in  Shanghai  asked 
that  the  festival  could  be  held  in 
Shanghai, so next year's festival will 
be held both in Beijing and Shanghai 
in May , 2002. 

The aim of the exhibition is to widen 
the perspectiveof the Chinese film and 
TV students, to strengthen exchanges 
with the different film schools in the 
world, and help the students to better 
know different national film cultures. 

After  the  formal  conclusion of the 
exhibition  the  BFA  students 
expressed their deep appreciation and 
their hope that it will continue. They 
said: �it's a bumper harvest.� They 
saw the  high  level  work  from the 
European and US film schools, and 
expressed a desire that their films and 
videos could soon have the chance of 
participating in international student 
film & TV exhibitions and festivals 
abroad. 

The following schools participated: 

Australian Film Television and Radio 
School;York  University,  Canada; 
Hong  Kong  Baptist  University; 
Deutsche Film-und Fernsehakademie, 
Germany;  Film  and  Television 
Institute  of  India;  Camera  Obscura 
School of Art, Israel; Ma'ale School 
of  Television,  Film  and  the  Arts, 
Israel;  Sam  Spiegel  Film  and 
Television  School,  Israel;  Beitber 
film  &  TV  school,  Israel;  The 
Muscrara  School  of  Photography, 
Israel; Nihon University College of 
Art, Japan; VGIK, Russia; Ngee Ann 
Polytechnic,  Singapore;  Dramatiska 
Institutet, Sweden; National Taiwan 
College  of  Arts  Taipei,  Taiwan, 
National  Politic  College,  Taiwan; 
California Institute of the Arts, USA; 
Columbia University, Film Division, 
USA; The Florida State University 
School of Motion Picture, Television 
and  Recording  Arts,  USA;  Loyola 
Marymount  University,  School  of 
Film and Television, USA; Stanford 
University  Department  of 
Communication, USA; University of 
Southern  California  School  of 
Cinema and  Television,  USA;  The 
European  Film  College,  Denmark; 
Korea  National  Art  University, 
Korea. 

Xie Fie and Chen Xiao Ling,  
Beijing Film Academy. 

BEIJING'S FIRST STUDENT 
FILM EXHIBITION 

Six films of graduates from the Uni-
versidad del Cine, Buenos Aires were 
screened at the third Festival of Inde-
pendent  Cinema  of  Buenos  Aires: 
�Sabado�,  by Juan Villegas,  in the 
feature film selection; �Modelo 73� 
by Rodrigo Moscoso and �El Des-
canso� by Andrés Tambornino, Rod-
rigo Moreno y Ulises Rosell, official 
competition of feature films;  �Solo 
Por Hoy� by Ariel Rotter, opening of 
the festival; �Bajo Figuras� by Inés 
Braun  official  competion  of  short 
films; �Diversos Porvenires� by Je-
sica Suárez, in the section Argentinian 
Shorts. 

Video Production Garners  
M-Net Awards 
�No Sir, I'm Not On The Menu�, a 13 
minute TV drama written by Caroline 
Duck  and  Saraleigh  Castelyn  won 
awards for Best Writer and Best Team-
work at the M-Net Edit 2000 Awards 
ceremony held in Sandton on 8 March, 
2001. These two Awards are in addition 
to a regional National Television Asso-
ciation (NTVA) Craft Award to Duck 
for directing a video, to Karen McKay 
for editing and camera, and a bronze 
award for a video production. The video 
was  one  of  10  finalists  selected  for 
broadcast in late 2000. 

The drama was a collaboration between 
the Programme for Drama and Perform-
ance  Studies  and  the  Graduate  Pro-
gramme in Cultural and Media Studies 
(CMS). Chris Hurst from Drama acted 
as  project  supervisor,  while  Keyan 
Tomaselli  and  Ruth  Teer-Tomaselli 
acted as executive producers. The pro-
ject was sponsored by M-Net and all 
training institutes were invited to make 
pitches. �No Sir� was one of the pitches 
awarded development funding. 

The video deals with a restaurant man-
ager's sexual harassment of two wait-
resses and their subsequent revenge. It 
explores the abuse of power, betrayal, 
violence and sexual perversity and fe-
male vigilantism.  

Universidad del Cine, 
Buenos Aires 

University of Natal, 
Durban 
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The  Second  International  Student 
Film Competition organized by Na-
tional Taiwan College of Arts as a 
part of Taipei Film Festival was held 
at the beginning of this year.  

A total of 73 films from fourteen dif-
ferent countries were shown during 
the 10-day festival. Twenty represen-
tatives  of  film  schools  worldwide 
were invited to the festival.  

The jury for this year was composed 
of Prof. Emil Knebel, Tel Aviv Uni-
versity (Israel), Ms. Shizue Tamura 
(Japan),  Eduardo  Cerveira  (Brazil), 
Hsiao-Ming  Hus  (Taiwan),  and 
Zheng-Xian  Yang  (Taiwan).  The 
award-winning films, followed by the 
jury  appreciation  are:  The  Golden 
Lion  Award  (First  Prize): 
�Photographer� by. Alexander Kott, 
Russia.  �Photographer�  is  a  vivid 
example of what cinema, once it frees 
itself  from the  conventions  of  the 
mainstream way of telling a story, can 
achieve. The film relies boldly on the 
power of its image and the precision 
of the editing. The director of this 
film  achieves  excellent  cinematic 
results in spite of his minimal finan-
cial resources.  

The  Silver  Lion  Award  (Second 
Prize):  �Night  Run�  by  Bui  Thac 
Chuyen, Vietnam. �Night Run� is a 
film about a Hanoi rickshaw boy who 
is involved in serious trouble. Every 
shot of this film describes people�s 
feelings  deeply  and  clearly.  Even 
though it is a sad story, the director 
succeeded to express the dignity of 
human beings by the precise camera 
work.  

The  Bronze  Lion  Award  (Third 
Prize): �Magic Bell� by Aurel Klimt, 
Czechia. An animation film in which 
a village bell  is turned by an evil 
force into a cannon. It takes a lot of 
effort for the forces of the god to turn 
the cannon back into a village bell. 
That  brave  achievement  brings  joy 
and laughter to the people of the vil-
lage and to the audience while watch-

ing this excellent student film.  

Special Jury Awards: �Promo� (dir. 
Andrei Enache, Romania). An intelli-
gent short film of protest again brutal 
commercialism.  The  film is  a  rare 
example in which a student from a 
former socialist country criticizes the 
evil of capitalism from a humanitarian 
point of view.  

�Birds� by dir. Kathrin Nowak, Ger-
many. �Birds� is a film about love. In 
this unique student work, love enables 
the  lover�the bird watcher  in this 
case�to fly like a bird toward his 
beloved woman. It is a magical cine-
matic expression of the magic of love.  

�Rainbow�s End, a Window on the 
Cinema� by Quia Rodrigues, Brazil. 
�Rainbow�s  End�  uses  puppets  to 
represent famous characters of world 
classics. The film pays a tribute and is 
a declaration of love to the world of 
cinema.  

The Most Popular Award also goes to 
�Photographer.�  

For those who are interested in com-
ing to the Third NTCA International 
Student Film Competition at the end 
of 2001, please visit our website: 
www.film.ntca.edu.tw for announce-
ments or write to d22@mail.ntca.edu.tw 
for information.  

Robert Chen,  
Department of Motion Picture, Na-

tional Taiwan College of Arts  

 

Drama and CMS have been cooperat-
ing in offering Video Production and 
Narrative  Film  and  TV courses  at 
Honours (4th year) level, while the 
former also offers an Acting for the 
Camera at third level.  

For further information contact: Ke-
yan  Tomaselli,  Professor  Graduate 
Programme  in  Cultural  and  Media 
Studies;  Natal  University,  Durban 
4041, South Africa; Tel: +27-31-260-
2505; Fax: +27-31-260-1519; E-mail: 
tomasell@mtb.und.ac.za  or  see  our 
web site: www.und.ac.za/und/ccms. 

Keyan Tomaselli 

 

National Taiwan College of Arts 
Organises 2nd Int�l Student Film 

Competition  

The main concern behind structuring 
the panels was to launch a broad debate 
about documentary cinema. When talk-
ing about documentary, our notions 
should not be restricted to a narrow 
definition of the term. They can include 
the impact of moving camera-images 
we see today on the Internet and on 
television, or avant-garde experiences 
linked to inter-textual and fragmented 
discourses. In the 20th century, non-
fictional cinema has expanded its possi-
ble narrative forms from the English 
documentary tradition to cinéma-vérité 
experiences; from the metropolitan 
symphonies of the 20's, to the autobio-
graphical narratives of the 90's. The 
question of national productions 
(Brazilian and Latin American) and the 
issue of teaching documentary are also 
points that were discussed.  

IBERO-AMERICAN 
SIGHTS  
Seven documentary student projects 
shot on video were screened. The pro-
jects had been made under the guidance 
of Michael Rabiger, Russell Porter, 
Alan Rosenthal and Juan Paco Urrusti.  

The project is coordinated by Andrea 
Stavenhagen, Silvio Fishbein, Maria 
Dora Mourão. 

(Continued from page 12) 
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Indie Guidebook To Music Supervi-
sion For Films by Sharal Churchill. 
Paperback 285 pages. Filmic Press, 
2001 ISBN: 0967933609. 

The Indie Guidebook to Music Su-
pervision for Films by Sharal Chur-
chill is the first book of its kind on the 
market. The topic of music supervi-
sion has never been covered to this 
extent previously, and this book has 
been needed for a long time. Even 
though the book I written on the basis 
of American production practices, it 
will be of value to virtually anyone 
who wishes to learn the details of 
music use in film. 

Churchill thoroughly explains the 
importance of music supervision in 
films. This book is an essential guide 
for every independent filmmaker and 
film student, about the frequently con-
fusing and complicated topic of using 
music in films. It clarifies all the im-
portant issues related to music super-
vision, and provides numerous exam-
ples and sample documents that are of 
invaluable help for anybody who has 
to deal with music for films. 

The book is organized in five sec-
tions:  

Pre-Production 

This section clearly explains the role 
and responsibilities of the music su-
pervisor, describing in depth the main 
points of the music supervision agree-
ment. General music publishing 
agreements are described as well as 
master recordings. Substantial cover-
age is given to music budgets and 
their line-item definitions. This sec-
tion of the book explains music super-
visor fees, composers �package deals� 
and fees, how to deal with live musi-
cians, contractors, copyists, recording 
studios and music editors. The author 
also explains the intricacies of �on 
camera performances� and budgets. 
The importance of the temp tracks is 
also covered extensively. 

Production 

In this section of the book, hiring of a 
composer and negotiating a composer 

agreement are covered in depth. The 
author explains how to �spot� a film, 
i.e. determine where music is needed, 
and how to determine where to use 
the composed score (non-diegetic 
music) and where to use �source mu-
sic� (diegetic music). . Licensing 
strategies for obtaining the rights for 
source music are dealt in great detail. 

Post-Production 

Here the author thoroughly covers the 
issues involved with song licensing. 
Closely tied to song licensing is the 
creation of the soundtrack album, 
which is also covered in detail. The 
duties of the music editor are also 
explained. Creation and submission of 
the cue sheets to the performing rights 
societies, is clearly explained along 
with the conventions for end title mu-
sic credits. The post production pay-
ment schedule, delivery of media, and 
final mix as related to the music su-
pervisor�s role are also covered. 

Sample Documents 

There are 60 pages of the samples of 
almost every imaginable and contract 
related to film music. 

Contacts 

Contact information relevant to music 
supervisors needs is provided. There 
are addresses of: general contacts, 
audio and video transfer facilities, 
composer�s agents, equipment rentals, 
music editing, music publishers, and 
record companies. 

The author also supplies a useful in-
dex and glossary of terms. 

There are some problems that must be 
mentioned. The role of music supervi-
sor is sometimes exaggerated. For 
example, the author states that the 
main title credits for Director, Pro-
ducer, and Director of Photography 
are similar in appearance and size to 
the one of Music Supervisor. This is 
wishful thinking, and doesn�t comport 
with the facts. 

The author states �If your budget 
doesn�t allow for the licensing of 

many songs, key moments in the film 
will be realized with the score.� This 
statement seems to be more wishful 
thinking on the part of a music super-
visors who prefer to carpet the film 
from wall-to-wall with licensed songs. 
In reality the opposite seems more the 
actual case, and most key moments in 
film are covered with the composed 
score.  

These minor criticisms aside, this 
book is an excellent resource for all 
independent filmmakers but it is espe-
cially valuable for film students who 
very frequently find themselves com-
pletely lost when dealing with legal 
issues related to film music. I recom-
mend this book wholeheartedly. 
While legal systems and procedures 
may differ from nation to nation, the 
concepts and procedures in this book 
are readily translatable to any system. 

Dr. Mladen Milicevic 

Dr. Milicevic was awarded several 
music prizes for his compositions in 
the former Yugoslavia as well as in 
Europe. He is associate professor of 
recording arts at the School of Film 
and Television of Loyola Marymount 
University in Los Angeles. 

Book Review 
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HFF Munich 

Academy  Award  for  HFF/M 
diploma Film 

�Quiero  Ser�,  diploma  film  of 
Munich student Florian Gallenberger, 
was  awarded  an  OSCAR  in  the 
category  best  narrative  short  film. 
"Quiero Ser" had already received the 
Student OSCAR earlier on. 

This is the first time that a non US 
student film was awarded with the 
"big" OSCAR: 

"Quiero Ser" was shot in Mexico City 
in co-operation with CCC. It will be 
screened at the MiniFestival during 
the CILECT Congress in Melbourne 
2002. 

Prof.  Wolfgang Längsfeld,  CILECT 
Vice-President  for  Programme 
Development was member  of the jury 
of the 6th International Film Festival 
of Kerala in Trivandrum, India. 

This very interesting festival also has 
a short film competition. The jury did 
not award a prize in this category, 
because all entries have been of low 
quality.  Längsfeld  has  agreed  to 
recommend  good  shorts  from 
CILECT schools next year. 

Miriam  Kubescha's  film  "Ecce 
Homo" was invited to be screened 
atthe Quinzaine des Réalisateurs at 
the Cannes Festival. 

With assistance from Goethe-Institute 
Prof. Längsfeld travelled to Tbilisi, 
Georgia for lectures at the Georgian 
State Institute of Theatre and Film 
and screenings in the Film House. 

Prof. Wolfgang Längsfeld was made 
the  first  non-Georgian  Honorary 
Doctor of the Georgian State Institute 
for  Theatre  and  Film.  He  was 
officially  presented  with  the 
distinction during an informal  lunch 

Two  workshops  on  interactive 
screenwriting were organised at the 
HFF Munich in the framework of 
their  MEDIA  supported  project 
� SAGAS�.  

The Sagas Project (6 � 18 March 
01) consisted in two different work-
shops, one on �Virtual Cinema" run 
by Greg Roach and the second on 
�Interactive Digital  Moviemaking� 
by  Chris  Hales,  whom  CILECT 
participants  in  the  Ebeltoft  1997 
Congress will remember as he was 
one  of  the  guest  speakers.  The 
workshop were very efficiently run 
and  organised  by  Dr.  Brunhild 
Bushoff. 

 

SAGAS attended  by  CILECT  teachers  and 
directors  during  the  July  2002 
International Student Film Festival in 
Munich. 

HFF  Munich  donated  a  35mm 
Steenbeck  editing  table  to  the 
Georgian school. Their equipment is 
very, very limited, and they are in 
urgent need of a good video camera, 
video  editing  system  and  video 
projector. Whoever is able to donate 
a second-hand piece of equipment, 
should  please  contact  Prof.  George 
Dolidze. 

Wolfgang Längsfeld,  
HFF Munich 

Sagas in Action 
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With Prof. Albrecht Ade's passing the 
responsibility as Creative Director to 
Dr. Arthur Hofer, a new chapter in the 
story of the Film Academy Baden-
Wuerttemberg is about to be written. 

"Like Moses he beat against the rock 
and made water flow in the desert." 
Countless words of praise could be 
heard on the 19th of January 2001 at 
the  Film  Academy  Baden-
Wuerttemberg in Ludwigsburg, when 
its  "founding  father"  Professor 
Albrecht Ade said farewell. But the 
biblical comparison made by fellow 
Professor Thomas Koebner, head of 
the film department at the university 
in Mainz, may have been the most 
fitting remark. In 1991, when the Film 
Academy opened its gates, Ludwigs-
burg was known for its beautiful ba-

roque palaces and gardens, but cer-
tainly not  as  an important  German 
film and media site. Ten years after, 
this has completely changed, thanks 
to  Albrecht  Ade.  Relentlessly,  he 
sought allies in the realms of politics, 
economy, and culture to establish his 
vision of a film school with close at-
tachment  to  media  realities.  There-
fore, he gathered numerous renowned 
professionals, most of whom worked 
as guest lecturers. Thus, a constant 
exchange with the film business was 
established, which is a trademark of 
the Film Academy to the present day. 

Among the  many friends  and long 

Joris-Ivens-Award an HFF-
Studentenfilm 
Uli Gaulkes Diplomfilm �Havanna mi 
amor�,  der  im letzten  Jahr  an  der 
Hochschule für Film und Fernsehen 
�Konrad Wolf� entstand, wurde auf 
dem 23. Internationalen Filmfestival 
des  anthropologischen  und 
soziologischen  Dokumentarfilms  - 
�Cinéma du Réel� - in Paris mit dem 
Preis für den besten Debütfilm, dem 
Joris-Ivens-Award, ausgezeichnet. 

Seit der Premiere auf der Berlinale 
2000  im  Internationalen  Forum 
rangiert �Havanna mi amor� unter den 
Gewinnern. Während des Potsdamer 
Studentenfilmfestivals  als  Bester 
Dokumentarfilm  ausgezeichnet,  für 
den  Deutschen  Kamerapreis  sowie 
den  Besten  Absolventenfilm  2000 
nominiert und mit dem bayerischen 
Dokumentarfilmpreis �Junger Löwe� 
während  des  Studentenfilmfestivals 
München dekoriert, bewies sich Uli 
Gaulkes Film als Liebling von Jurys 
und Publikum. 

Regisseur Uli Gaulke wurde 1968 in 
Schwerin geboren. Nach Abitur und 
Armeezeit  studierte  er  Physik, 
Informatik,  Film-  und 
Theaterwissenschaften in Berlin. Seit 
1995 studiert er Regie an der HFF 
�Konrad Wolf� Potsdam-Babelsberg. 
Uli Gaulke lebt in Berlin. Sein erster 
Kubafilm �Wer ist der Letzte� (1997) 
lief  auf  vielen  internationalen 
Festivals  und  wurde  mehrfach 
ausgezeichnet. 

Als einer der wenigen Studentenfilme, 
die überhaupt ins Kino kommen, fand 
�Havanna  mi  Amor�  seit  dem 
Kinostart im Sommer letzten Jahres 
bereits  46  000  Zuschauer  im 
deutschsprachigen  Raum.  Vielleicht 
erweist sich der Joris-Ivens-Award als 
Schlüssel zu den französischen Kinos.  

time companions who had come to 
celebrate  Professor  Ade  and  his 
achievements were producer/director 
Nico Hofmann and Minister Chris-
toph-E. Palmer, who hailed Ade as a 
rare  and  lucky  combination  of  a 
down-to-earth workaholic and a pon-
dering intellectual. At the same time, 
Minister Palmer uttered his firm be-
lief that Professor Ade's successor to 
the position as Creative Director at 
the Film Academy, Dr. Arthur Hofer, 
will  enhance  the  Film  Academy's 
excellent  reputation.  Thus endorsed 
by the Minister's full trust, Dr. Hofer 
did not hesitate to reveal his own am-
bitious  goals:  standing  on  solid 
ground prepared by his predecessor, 
he intends to reach out and continue 
the  internationalisation  of the  Film 

Academy. A first step 
is  already  taken  by 
establishing the Ger-
man-French  Film 
Academy in Ludwigs-
burg, whose ultimate 
aim is to spark a sense 
of  European  identity 
and of European film-
making.  

Dr. Hofer's other pri-
mary goals are to in-
tensify the collabora-
tion  with  film  and 
media  companies  as 
well  as  to  further 
strengthen  Baden-
Wuerttemberg  as  a 

media site by creating incentives for 
founding or settling film-related busi-
nesses in the region. With the profes-
sional experience he collected as head 
of the Bavaria Studios in Munich and 
of Studio Babelsberg and Babelsberg 
Independents, there is little doubt that 
he will succeed. While Dr. Hofer is 
looking forward to his new challenge, 
Prof. Ade is far from enjoying the 
blessings of retirement.  Instead,  he 
has taken over the creative direction 
of the newly founded Film and Media 
Festival Company in Stuttgart, which 
will  focus  the  organization  of  the 
Filmfest  Stuttgart/Ludwigsburg,  the 
International  Festival  of  Animated 

New Director for Film Academy 
Baden-Wuerttemberg 

Dr. Hofer, the new director with Dr. Ade, founding father of the 
Academy 

HFF, Potsdam-
Babelsberg 
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Prof. Längsfeld at the closing ceremony of the 21st 
International Student Film Festival, Munich 

Christina Nichitus, UATC Bucharest, next to Jury 
President, Hans-Christian Schmid,  receives the 

award for the Best School Programme  
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Round�  by  Aleksi,  Salmenperä, 
UIAH, Helsinki. 

Without the slightest doubt the Nordic 
and the East European schools pre-
sented some of the most fascinating 
films. They were the favourites of 
both the different juries and the pub-
lic.  

Guest of Honour of the festival was 
Francesco Rosi, who gave a superb 
master class.  

Talking about master classes, one per-
son was absent this year for the first 
time since the beginning of the festi-
val in 1981, Dick Ross. Dick had been 
doing master classes � they had be-
come classics � for many years at the 
festival; he was very much missed. 

HV 

It never happened before! For the sec-
ond year running the same school � 
Universitatea  de  Arta  Teatrala  si 
Cinematografica,  Bucuresti  �  was 
awarded the prize for the Best School 
Programme at  the  Munich  Interna-
tional Student Film Festival. It is the 
custom that the recipient of last year�s 
przie presents the prize to the winner. 
When Prof. Christina Nichitus from 
the  Bucharest  school  went  on  the 
stage to present the award she had no 
idea who this year�s winner was and 
could hardly believe her school had 
won the award once again.  

The CILECT prize � an invitation 
for the filmmaker and his film to the 
Premiers Plans angers Film Festival in 
January 2002 � went to �Deep� by 
Torstein Nodland from the Norwe-
gian Filmschool, Lillehammer. This 
new CILECT member and new school 
also won the Screenwriting Prize for 
�In Spite  of Ourselves�  written by 
Stein Stäle Berg and directed by Sara 
Johansen. 

The Festival Jury was presided this 
year by the young German director 
Hans-Christian Schmid, and awarded 
five equal prizes to: 

�A Man Thing� by Slawomir Fabicki, 
PWSFTiT, Lodz 

�Day After  Day�  by Kornél  Mun-
druczó, SFF, Budapest 

�Reparation�  by  Jens  Jonsson,  DI, 
Stockholm 

�Woyzeck�s Last Symphony� by Ni-
kolaj Arcel, DDF, Copenhagen 

�Terminal: Paradise  by Jan Thüring, 
FBW, Ludwigsburg 

The Special Prize of the Jury Presi-
dent  was  awarded  to  �Ferry  Go 

21st Int�l Festival of Filmschools 
Munich  

 Best School Programme goes to 
Bucharest School for the second 

year running!  

AMPAS 
Hollywood   

28th Student 
Academy 
Awards 

June 10, 2001 

The CILECT school winners of this 
year�s Academy  Motion Picture Arts 
and Sciences Awards are: 

Animation: Brooke Keesling, 
"Boobie Girl", California Institute of 
the Arts, Valencia, California 

Documentary: Marianna 
Yarovskaya, "Undesirables", Univer-
sity of Southern California; Porter 
Gale and Laleh Soomekh, "XXXY", 
Stanford University, Palo Alto, Cali-
fornia  

 Narrative: Carl Pfirman, "The Con-
fession", University of California, Los 
Angeles;  Greg  Marcks,  "Lector", 
Florida State University, Tallahassee; 
David  Kartch,"Zen  and  the  Art  of 
Landscaping",  Columbia  University, 
New York 

Honorary  Foreign  Film:  Rodrigo 
Pla, "The Eye on the Nape", Centro 
de  Capacitación  Cinematográfica, 
Mexico City, Mexico. 

Finalists (in alphabetical order by 
title) 

 The All-New Adventures Of Chastity 
Blade, La Fémis, France 

Achmed Was Here, NFTVA, (The 
Netherlands) 

Hessi James, Filmakademie Baden-
Württemberg, (Germany) 

A Man Thing, PWSFTviT, (Poland) 



Page 28 July 2001 CILECT News   No 34  
 

  

CILECT NEWS 

 

A publication of the Centre 
International de Liaison des 

Ecoles de Cinéma et de 
Télévision.  

 

 8 Rue Thérésienne,  

1000 Bruxelles, Belgium. 

Tel / Fax : +32 (0)2 511 98 39 

E-Mail: hverh.cilect@skynet.be 

Web:   

http://www.cilect.org 

 

Editors: 

Henry Breitrose  

Henry Verhasselt 

 

ISSN 1563-4442 

 

 

 

Contributions are accepted and 
printed in English, French and 
Spanish. They may be edited for 
reasons of space. 

In view of the diversity of languages in 
the CILECT membership, contributions 
in several other European languages 
can generally also be accepted. 
However in the case of contributions 
received in languages other than 
English, French or Spanish only an 
abstract prepared by the Editor will 
be printed in the newsletter. 


