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The scene  
Excellent teachers with considerable 
experience representing nine coun-
tries met for three full days to dis-
cuss and debate a new agenda topic 
each day.  Topics of the day were 
introduced by that day’s moderator 
(Gunnar Wille, Angel Blasco and 
Myron Emery) through unique pres-
entations on the subject “du jour”. 

A few special moments after meet-
ings, Madrid’s culture, food, live 
traditional entertainment, Ani-
madrid Film Festival, films and mu-
seums calmed the cerebral labor of 
each day. 

Through the efforts of Angel Blasco, 
an excellent dialogue and relation-
ship with the Animadrid Film Festi-
val executive committee forged sub-
stantial progress toward future pos-
sible festival inclusion of educa-
tional institute activities in the festi-
val. 

One public conference meeting was 
presented for The Animadrid Film 
Festival at the Festival venue. This 
presentation was a capsulated ver-
sion of the larger conference. This 
was the first successful positive step 
to possible CILECT and Animadrid 
Film Festival relationship. 

Conference highlights 
Illuminating the nature of contem-
porary animation concepts, develop-
ing curricular recommendations and 
forecasting probable new directions 
in what animated art, education and 
entertainment may be like in the 
future served as stimulating catalyst 
for this three-day conference. 

“Traditional animation education 
and future possibilities” agenda 
topic quickly lead the group to fo-
cusing on a discussion of the future 
of interactivity in animation.  

Interactive doesn’t equal the end for 

CILECT PROJECT  

Animation Conference in Madrid 

From 14 to 16 December 2001 CILECT animation teachers met in Madrid at the invita-
tion of Project Chair Myron Emery, CalArts and Angel Blasco, director of  the School 
of Visual Arts, Madrid, to explore the  various avenues of new and traditional forms of 
animation, as part of the CILECT Project  “Traditions in Light of the New”.   

While Myron is preparing a full report on the conference for the Melbourne Congress; 
he is sharing with us here a more informal story of the animated  conference. Confe-
rence participants met under the protection of the valiant guard in the picture. 

Traditions In Light Of The NeTraditions In Light Of The NeTraditions In Light Of The Newww 
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traditional animation just 
an alternative in the spec-
trum of methods one may 
utilize in certain kinds of 
productions. 

Questions where raised 
regarding how interactive 
art can be dramatic?  

Stimulating a good deal of 
debate was the question of 
audiences interest in being 
actively participating in 
directing their entertain-
ment opposed to allowing 
that entertainment to plays 
out in its own predeter-
mined scheme. 

Traditional linear Aristote-
lian dramatic theory 
(Protagonist/Antagonist, 
Exposition, Inciting Mo-
ment, Conflict, Raising Ac-
tion, Obligatory Moment, 
Climax, etc.) is not the only 
suitable cinematic dramatic 
structure. Natural, seem-
ingly disjunctive progression 
of daily experiences often do 
not seem to be dramatic or 
linear while we live through 
them, but in retrospect when 
several of those elements 
coalesce seemingly random 

Andrei Vernidoub, VGIK, Moscow Samuel Quartey, NAFTI, Accra 

Mónica García, EAV, Madrid 
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Myron Emery, CalArts, Valencia, USA  

Angel Blasco, EAV, Madrid  
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acts congeal into 
a nonlinear dra-
matic progres-
sion. It is in this 
way interactive 
media does emu-
late natural dra-
matic construc-
tion. 

Interactivity has 
already enticed 
some audiences 
through the new 
alternative ways 
of expressing 
ideas and struc-
turing strategies. 
This  dis t inct 
method of struc-
turing animation 
and live cinema 
requires more serious research, pedagogical de-
velopment and academic distinction.  

The value of “Cultural Influence On Inspira-
tion And Production” in animation is a subject 
most everyone rallies around. This consideration 
strikes at the center of what inspires the artist 
today and as such is an extremely important 
subject that all schools need to consider includ-
ing in their curriculum. Unique culture in con-
temporary life has become a more difficult sub-
ject to examine due to enhanced speed and ease 
of communication and transportation and the 
cross cultural blending that has evolved from it. 
The result of these enhancements has blurred 
cultural differences. Care should be applied in 
analyzing, considering, designing, structuring, 
projects from the very earliest stages of inspira-
tion through completion of the final step of a 
production. 

The future health and well being of animation depends 
on the availability of a variety of styles, structures and 
approaches to animation art making. The strongest way 
to present variety is through the production of cultural 
diverse animated films.  

Yes, individuals frequently develop personal identifiable 
styles of image making, however, their style is normally 
affected by influences from where they live. The culture 
they are surrounded by has a strong influence on their art 
making. 

Institutions teaching animation or live cinema should 
offer courses that highlight local cultural history and 
unique regional contemporary life in relationship to art 
making and animation.  

Under the heading of suggested actions education may 
take to enhance stronger regional uniqueness in anima-
tion art are: 

1. Early exposure / inspiration: 

Teaching art, local cul-
ture and making ani-
mated art to young stu-
dents in some regions is 
being carried out by 
universities and colleges 
through professors and 
student conducting 
workshops at high 
schools. In an effort to 
accelerate learning a 
mobile animation class-
room has been utilized 
in Copenhagen and in 
Los Angeles professors 
and students form Ca-
lArts travel to meet and 
conduct workshops 
with students in public 
high schools on a 

weekly basis. 

Gilles Methel, ENSAD, Toulouse, France  

Ruth Lingford, RCA, London, UK  

Sarah Cox, NFTS, Beaconsfield, UK  
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2. Knowing ourselves through look-
ing at others: CILECT member 
schools should exchange examples 
of student animation productions. 

3. Teachers need guidance to find 
resources in collecting unique as-
pects of regional life and need edu-
cation in implementation of con-
cepts of the regions culture into stu-
dent animation production. 

4.Public: New channels (venues) for 
exhibition of full spectrum anima-
tion need to be formed.  

 “Computer animation education 
strategy” has been a topic deliber-
ated at numerous meetings and yet 
this complex subject still contains 
unanswered questions. 

Participants of the Madrid confer-
ence have accumulated many years 
of direct experience coping with the 
educational issues surrounding all of 
the manifestations of computer ani-
mation. Participants built a consen-
sus on some critical points regarding 
computer animation curricular rec-
ommendations.   

1. Need to keep teachers up to date. 
It must be recognized that profes-
sors, teaching in the field of new 
technology must continually up-
grade their understanding of the 
complex world of computer driven 
imaging and animation. The rate of 
change in this area of teaching 
evolves at a higher rate than other 
segments of cinematic studies. It 
needs to be recognized that profes-
sors teaching new technology need 
release time to upgrade their knowl-
edge and performance.  

2. Students rarely have enough time 
to learn to be a proficient 3-D ani-
mator so it is therefore important to 
focus on making good animation 
using traditional techniques. As an 
alternative to traditional methods of 
learning to control movement, stu-
dents could be instructed to work 
with an extremely reduced and sim-
plified set of computer animation 
models. 

3. Art making practice in various 
media and design concepts must be 
an early part of a digital based ani-
mation curriculum. 

4. Art History, history of the cinema 
and animation must also be part of 
studies of computer animation stu-

dents. 

5. Good filmmaking skills are as 
important to a computer animation 
student as they are to all other cine-
matic studies and cannot be forgot-
ten or receive only secondary atten-
tion.  

6. One of the most important com-
ponents in producing valuable com-
puter animation is taking great care 
with Lighting. Learning to carefully 
look at light in the real world, un-
derstanding classical lighting 
through analysis of traditional paint-
ing, think of light as a cinematogra-

pher are all important methods of 
learning how to make effective 
computer animation art and enter-
tainment.  

7.Frequently students get lost in 
the technology underestimating 
the value of storytelling and 
drama, not realizing the impor-
tance of improving skills in film-
making along with technical craft, 
story, concept and or meaning 
behind a film should play a greater 
dominant role in the students edu-
cation. Learning technology will 
naturally follow from the desire to 
communicate and entertain.  

Myron Emery 

Gunnar Wille, Danish Filmschool, Copenhagen  

Andres Mänd, Norwegian Filmschool, Lillehammer  
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It i s now twenty years 
since CILECT gave its 
pledge to the develop-
ing world to share its 

teaching experience and resources 
with the schools and the countries 
struggling to establish or improve  
training in film and television.   

The vehicle for this new policy was 
CILECT/TDC – Training for De-
veloping Countries, a comprehen-
sive programme of global, regional 
and local activities. At the CILECT 
congress in Sydney, Australia, TDC  
was made responsible for spear-
heading CILECT’s pledge . 

The site for this historical event was 
Sydney. CILECT’s Congress hosted 
by the Australian Film and Televi-
sion School (before Radio was 
added) in 1982 was the precise loca-
tion of this milestone in CILECT’s 
maturity process. 

Twenty years later, we take stock of 
what CILECT/TDC has accom-
plished, and we chart  new direc-
tions. 

The background was set by the first 
comprehensive study of training 
conditions and training needs in the 
developing world, published in 
“Bridging the Gap” by Henning 
Camre. 

The Sydney Congress, benefiting 
from broad regional participation, 
embraced the vision expressed in 
‘The Sydney Declaration’ and the 
challenge to make it happen lay 
ahead. 

CILECT/TDC has made great pro-
gress over the years. Many  indi-
viduals and schools have contrib-
uted  to the high ideals set out in 
Sydney. No time and place seems 
more appropriate than 2002 in Aus-
tralia for CILECT/TDC to take the 
next step forward in making the 
original dream come through: Giv-
ing all peoples of the world the abil-
ity to express themselves through 

the most powerful media of our 
times: cinema and television. 

Background  
Sydney 1982 

Although single CILECT schools 
had conducted, (and continue to 
conduct) training programmes for 
the developing countries, mainly by 
offering full-time courses to foreign 
students and by assisting in setting 
up facilities in some developing 
countries, it had gradually become 

clear that these unilateral measures 
were not in any real sense utilising 
the aggregate potential of the 
CILECT organisation. 

“Bridging the Gap”, the global 
study of film and television educa-
tion activities in the developing 
world, was compiled, and identified 
both the specific needs of the devel-
oping countries and the resources 
available at CILECT schools to help 
meet these needs, by implementing 
an overall coordinated programme 
of assistance. 

In an atmosphere of enthusiasm, 
and with a sense of responsible par-
enthood, the General Assembly in 
Sydney celebrated the birth of a 
bouncing baby, named it TDC, and 
passed it on to a Steering Commit-
tee, with the instructions to see to its 

upbringing through the hazardous 
teething troubles, tottering first steps 
and the difficult early stages of de-
velopment. 

Looking back, we have to agree that 
the Sydney General Assembly gave 
the baby a good start in life – it 
adopted “Bridging the Gap”, with 
its comprehensive set of proposals, 
and it also adopted the excellent 
Sydney Declaration and a Special 
Resolution, which laid down the 
following 7-point programme: 

1. In order to implement the Sydney 
Declaration the General Assem-
bly instructs the new Bureau (i.e. 
Executive Council) to establish a 
Steering Committee for Training 
in the Developing Countries 
(TDC). This Committee will re-
port to the Bureau. It will have 
the right to invite special experts 
from inside and outside CILECT 
as co-opted advisory members. 

2. The Bureau shall establish a 
C I L E C T  R e s e a r c h ,  C o -
ordination and Planning Head-
quarters which will function as 
the executive office of the Steer-
ing Committee. 

1. The Steering Committee shall 
undertake negotiations with 
UNESCO and other appropriate 
international and national agen-
cies and foundations, with a view 
to ensuring co-operation with 
and funding of the TDC Pro-
gramme. 

2. The TDC Headquarters shall 
initiate field research and shall 
commence negotiations with 
those countries that can partici-
pate in pilot projects. 

3. The TDC Headquarters shall also 
negotiate with CILECT schools 
which are prepared to join the 
projects and shall co-ordinate the 
efforts of such schools. 

4. The TDC Headquarters shall act 

CILECT/TDC  Twenty Years Later 

Colin Young, CILECT President in 1982 
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to interested institutions, inside 
as well as outside of CILECT. 

5. The Steering Committee shall 
prepare on behalf of the Bureau a 
detailed proposal for the estab-
lishment of a foundation or other 
appropriate organisation as out-
lined in “Bridging the Gap”. 

Over the years all of these aims and 
measures have been addressed and 
many have been implemented. 
Some results have exceeded our 
expectations, but we should hasten 

to state that they in no way match 
the original level of ambition. 

TDC’S  OBJECTIVES AND 
ACHIEVEMENTS IN THE PAST 

20 YEARS 
In the first period of CILECT/
TDC’s existence, the CILECT/
TDC Steering Committee, which 
among others included. Henning 
Camre as Chair, CILECT President 
Colin Young, Henry Breitrose, and 
representatives from NAFTI, FTII 
and AIBD, focused on implement-
ing the fundamental ideas and ap-
proaches expressed in Bridging the 
Gap. These were: 

• Making CILECT/TDC known to 
potential partners and contribu-
tors to the TDC programme 

• Research to identify funding pro-
grammes which provided for film 
and television education and 
training for developing countries.  

• Implementation of production-
based pilot projects, which had 
two purposes: one to show that 
CILECT/TDC existed and capa-
ble of practical work in the field as 
well as issuing documents and 
promoting good will at meetings; 

the other purpose was to test the 
organisational and financial ideas 
described in Bridging the Gap, 
this being multilateral cooperation 
among CILECT schools around 
the individual projects and a fi-
nancial basis put together from 
multiple sources 

• Strengthening CILECT/TDC’s 
infrastructure, as this seemed to 
be the best way to fully employ 
the collective resources of the 
CILECT member schools. These 
resources being first of all its 
teachers, its experience in cur-
riculum design and teaching ma-
terials and, to some extent its 
technical resources.  

Henning Camre established a pro-
ductive relationship with UNESCO, 
while Henry Breitrose commenced 
negotiations with the Rockefeller 
Foundation.  

The outcome from the these initial 
approaches was a Rockefeller grant 
for research into EEC funding pro-
grammes for film and television 
training for developing countries, 
and initial administrative support. 
British Council contributed to the 
cost of a pilot project in Asia in col-

laboration with the Asia-Pacific 
Institute for Broadcast Develop-
ment, UNESCO commissioned a 
survey of film and television train-
ing needs in Indonesia and a re-
search project addressing training 
needs in Zimbabwe and other 
SADC countries, just to name some 
examples. 

A major database project was devel-
oped to strengthen the exchange 
and information among schools in 
all parts of the world. The project, 
supported by UNESCO, was set up 
and managed by TDC and the Dan-
ish National Film School. The data-
base contained substantial informa-
tion on potential teachers, CILECT 
partner schools ready to support 
TDC activities and an inventory of 
audio-visual teaching materials. 
UNESCO also covered the cost of 

 The Sydney Declaration 

•  All initiatives must have the aim of reinforcing self-reliance in the country or region 

• All initiatives must in the long term have the goal of enabling the country or region to undertake itself all functions 
of the training programmes 

• All initiatives must respect the country or region’s cultural identity and objectives, and must strengthen these. The 
aim must not be to impose concepts, evaluations and aesthetic norms which are based on the cultural tradition of 
the CILECT country which are in opposition to the existing cultural pattern. 

• All initiatives must aim at incorporating the education communication aspects, especially with respect to the applica-
tion of media education, in the social and economic development process of the country. 

• Education in the technological fields must take into account the situation in each country and region, and be based 
on this situation. Technological development and co-operation between the developing countries involved must be 
supported and promoted. 

• All CILECT initiatives should from the start aim at education and using teachers from the developing countries, so as 
to strengthen their self confidence, to ensure compliance with the country or region’s need, to bridge language gaps 
and to reduce dependence on the industrialised countries. 
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installing the database at several 
regional institutions benefiting from 
UNESCO status.   

THE GAP BETWEEN ACCOMPLISHMENT 
AND EXISTING NEEDS  

Given that TDC started with noth-
ing it was a satisfactory beginning. 
From the perspective of the coun-
tries and institutions needing and 
asking for assistance these were only 
the first insecure steps towards a 
more continuous programme activ-
ity at a scale corresponding to the 
needs. The information to the 
schools and nations in the develop-
ing world concerning the TDC-
programme was scaled down to 
more realistic levels, in order not to 
disappoint people who have been 
reques t ing  ass i s t ance f rom 
CILECT/TDC, and who might not 
be aware of our economic limita-
tions.  

A TDC Board was established, and 
though there were no funds for the 
full Board to meet, Board members 
took the opportunity to meet among 
themselves on CILECT/TDC mat-
ters when they had other business 
reasons to be together.  

Realisations 
Through the research of the EEC 
and other funding programmes and 
organisations, and from the experi-
ence gained from negotiations with 
UNESCO and bi-lateral agencies, it 
was realised that it was more realis-
tic to identify funds for specific pro-

jects, than to persuade a foundation 
or an agency to give general, rather 
than ear-marked support. Funding 
agencies typically give support 
when their specific interests coin-
cide with those of the requesting 
organization. 

We also learned it was best, when 
negotiating for the funding of a spe-
cific project to include an overhead 
item to budgets in order to cover the 
costs of administration. 

The CILECT/TDC Executive rec-
ognized that the future successes of 
CILECT/TDC would be dependent 
on official recognition by such agen-
cies as UNESCO, and various na-
tional development agencies and 
foundations as a unique and useful 
entity, that did work of the highest 
quality. 

Regional Developments 
A major interest of CILECT/TDC 
was to help establish formal and 
informal links among schools in 
various regions of the world that 
could lead to increased collabora-
tion and exchange, and to help ar-
ticulate regional development 
needs.   

Asia 

TDC was given the opportunity to 
achieve this objective in the Asia 
region when, in 1990, the Beijing 
Film Academy offered to host a 
regional conference in Beijing 
for CILECT members and non-
member institutions of the Asia-
Pacific region.  

The Conference was prepared by a 
team composed of CILECT and 
TDC representatives complemented 
by leading members of the region’s 
key institutions: Beijing Film Acad-
emy, Nihon University and Hong 
Kong Academy for Performing 
Arts. The Conference was held in 
June 1991 and was made possible 
by the support of the Hosa Bunka 
Foundation, The Asia Foundation, 
Eastman Kodak, UNESCO Kuala 
Lumpur, Beijing Film Academy, 
Beijing Broadcasting Institute and 
CILECT/TDC.   

The Conference discussions were 
centred on issues and training needs 
that were identified in an extensive 
research study of Asia Pacific train-

ing institutions and training needs, 
conducted by TDC in preparation 
for the Conference. In his address to 
the Conference, guest of honour,  
Director-General of UNESCO, 
Federico Mayor, stated that 
CILECT and CILECT schools had 
a key role to play, a teaching role, 
in the consolidation of our cultures 
and identities and that the immense 
tools represented by television and 
films had a very important contribu-
tion to make to the very mandate of 
UNESCO. Mr. Mayor pledged his 
support through UNESCO’s IPDC 
(International Programme for the 
Development of Communication). 

The most immediate outcome of the 
Conference was the establishment 
of the CILECT Asia Pacific Asso-
ciation (CAPA).   

In 1995, the film and television fac-
ulty of the Institut Kesenian Jakarta, 
Indonesia, hosted the first CAPA 
Conference, in collaboration with 
the Australian Film Television and 
Radio School and the Asia Pacific 
Film Festival. Delegates represent-
ing over 33 institutions from the 
region exchanged views and ideas 
on the challenges posed by rapidly 
developing technologies, the need 
for training for teachers, and in par-
ticular on improving the teaching of 
screenwriting skills. 

Latin America and Africa 

While TDC had contributed to vari-
ous training projects at individual  
Latin America and African schools, 
the TDC board agreed to optimize 
resources by supporting schools’ 
and regional group workshops that 
included training for teachers for 
under-resourced member and non 
member schools.  

These projects included the three 
part FEISAL-CILECT “Ibero-
American Sights” documentary 
workshops 1999-2001, the Screen-
writing Workshop for Teachers, 
India 1998, and ANIWA AFRICA, 
Ghana, a succession of screen writ-
ing workshops held in 1993, 1995 
and documentary training work-
shops conducted by Kristine 
Samuelson (Stanford University) in 
1997, Maxine Baker (NFTS, UK) in 
1999 and Erik Knudsen (Salford 
University, UK) 2001. 

In line with TDCs objectives to 

Henning Camre, Chair TDC 
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build regional relationships, TDC 
worked with NAFTI and representa-
tives of Africa schools to establish the 
CILECT African Regional Associa-
tion (CARA) in 2001.  

Eastern Europe 

 TDC has provided funds and other 
forms of support to meet individual 
school priority needs. However, 
member schools in this region have 
recognised issues and development 
priorities of common interest and are 
now combining their efforts and their 
resources in order to raise funds for 
collaborative research. TDC is cur-
rently working with AGRFT, Slove-
nia and Szinház - es Filmmüvészeti 
Egyetem, Hungary to collate relevant 
date to argue the vital role of film 
schools in the media culture and busi-
ness in their region. Relevant analy-
ses of identified deficiencies can then 
be applied to improving school man-
agement practices. 

Inter-regional 
To promote global educational net-
works and gain a greater insight into 
each other’s social and educational 
cultures, a series of inter-regional co-
production and exchange pro-
grammes among young professionals 
in broadcasting and film from differ-
ent global regions was initiated. The 
project was funded by UNESCO’s 
International Programme for the De-
velopment of Communication 
(IPDC) and implemented by 
CILECT/TDC under the heading 
‘Young Observers’.  

Participating schools 
in the programme 
were: Carimac, Ja-
maica; The Film 
Center, University of 
the Philippines; 
CCC, Mexico City; 
University of Sao 
P a u l o ,  B r a z i l ; 
NAFTI, Ghana; 
KIMC, Kenya; The 
Zimbabwe Film and 
Video Training Pro-
ject; The National 
Film and Television 
School, U.K.   

Developments 
in Southern 
Africa 

UNESCO commissioned research 
on training needs in Zimbabwe in 
the mid eighties, which resulted in a 
series of industry training short 
courses in Harare. Between 1991 
and 1995 CILECT/TDC had an 
active role in devising and imple-
menting the first phase of the 
UNESCO Zimbabwe Film and 
Video Training Project, including 
the installation of the equipment 
and recruitment of staff. CILECT/
TDC was instrumental in securing 
DANIDA funding for the project’s 
first and second phases of about 
US$5 million, which was chan-
nelled through UNESCO. Although 
less actively involved in the design 
and delivery of courses, TDC con-
tinued in an advisory role until 
1998. 

In November 1998, TDC was re-
quested to participate in a regional 
educational consultative meeting to 
determine the future of the Zim-
babwe Film and Video Training 
Project, with a view to continuing to 
fully utilising the Project facilities 
and equipment by establishing a 
permanent training centre and struc-
tured schedule of accredited training 
programmes. Included in the TDC’s 
consultative team were, Keyan 
Tomaselli from South Africa and 
NAFTI Director Martin Loh.   

On the recommendation of the 
meeting participants, TDC was 
commissioned by UNESCO to de-
vise a Development Plan for a per-
manent, structured programme of 
activities also including a full-time 
course. 

The Planning process involved a 
diverse team of project develop-
ment, curriculum, organisational, 
technical and teaching specialists, 
from inside and outside CILECT 
and from all parts of the world.  

The current political situation make 
it unlikely that the Development 
Plan will be implemented in Zim-
babwe in the near future, but major 
components of the plan can be ap-
plied to existing and future training 
institutions. The extensive research 
into electronic information, knowl-
edge and distance learning systems 
are already being applied in other 
schools.  

 

Carolyn Vaughan, Programme Director TDC,  
with Martin Loh, director  NAFTI (left) and teacher. 

Oliver Stapleton conducting a Kodak workshop in Thailand for Asian professional DOP’s. 
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External recognition  
CILECT had for many years been 
affiliated with UNESCO through 
the International Film and Televi-
sion Council (IFTC). This relation-
ship provided no platform for 
CILECT or TDC to engage in any 
practical collaboration with 
UNESCO, so as a result of 
CILECT/TDC’s initiatives and 
activities, CILECT was granted its 
own unique affiliation status with 
UNESCO in 1984. In the current 
affiliation hierarchy CILECT has 
now acquired “operational” status.  

Industry Alliances 

In collaboration 
with industry 
product and ser-
vices, companies, 
and cultural or-
ganisations, TDC 
has organised 
events, screenings, 
seminars and 
workshops, which 
have raised aware-
ness of TDC ac-
tivities and helped 
channel funds and 
other forms of 
support to the 
TDC Programme 
benefiting mem-
ber school train-
ing and develop-
ment projects.  

Film and television programme 
makers who have presented events 
on behalf of TDC are now encour-
aging their colleagues to do the 
same.    

UK Cinematographer Oliver Staple-
ton (Shipping News, Hi Lo Country) 
together with gaffer Larry Prinz, 
conducted a Kodak workshop in 
Thailand for Asian professional Di-
rectors of Photography. The equiva-
lent of Oliver Stapleton’s fee was 
donated to the CILECT/TDC pro-
gramme.  

At the same time, on the opposite 
side of the world, independent BBC 
Drama producer and director,Sue 
Butterworth and NFTS Television 
Manager Jeremy Gould conducted 
a two week television multi-camera 
directing workshop for professional 
drama directors in Jamaica.  All 
direct costs were covered by 

UNESCO but the tutors worked on 
behalf of TDC for no fee.  

R E A L I T I E S  A N D  
ACCOMPLISHMENTS 
Over last two decades there have 
been continuous changes in the eco-
nomic and political definition of 
“developing countries”. New na-
tions have emerged, old nations 
have been reborn and old cultures 
revived, most notably in  Eastern 
Europe.   

While the new digital and commu-
nications industries and services 

have created demands for new pro-
duction and teaching skills, the 
needs for creative skills in the pro-
duction of education and informa-
tion programmes for social welfare, 
health and general education devel-
opment, have increased.   

At the same time, national and in-
ternational funding agencies, foun-
dations and the industry sector have 
revised their funding or sponsorship 
policies, strategies and fine-tuned 
their expectations. For example, to 
maximise resources, donor agencies 
expect projects to meet wider and 
more long term objectives. 

To meet the challenges and to take 
advantage of new opportunities and 
indeed to guarantee survival, train-
ing institution management and 
teaching staff must constantly learn 
new skills and develop new training 
programmes. 

We have learned that the only cer-
tainty is continuous change and we 
must be flexible in facing these 
changes. But while we may change 
tactics to meet changing situations 
we must not allow ourselves to be 
diverted from meeting our commit-
ments and objectives. 

Along the way there have been dis-
appointments because changing 
political and economic situations 
have sometimes prevented the com-
pletion of projects .However, in all 
of these situations, we have learned 
lessons and gained knowledge that 
can be successfully applied to other 

projec ts  and 
strategies. So 
none of our en-
deavours have 
been wasted.  

The installation 
of electronic 
communication 
and information 
systems, made 
possible with a 
grant from the 
R o c k e f e l l e r 
Foundation, cer-
tainly enhanced 
intra and inter-
regional relation-
ships, which in 
turn has lead to 
the exchange of 
expertise and 
teaching materi-

als. Thus bridging the gap of geo-
graphic distances and language dif-
ferences.  

In TDC’s endeavour to maximise 
on specialist resources, New Tech-
nologies Standing Committee 
Chair, Nenad Puhovski, was invited 
to join the TDC Board and to assist 
to TDC schools in determining cost 
effective solutions to the growing 
need for training in areas of  digital 
technology. The results of his re-
search and consultations are avail-
able to the entire CILECT member-
ship, and the value of his contribu-
tion has been felt in developed as 
well as developing schools.  

It is rewarding to note that increas-
ingly many TDC beneficiaries have 
become more self-sufficient in un-
dertaking the organisation, fund-
raising and promotion of their own 
and collaborative regional training 

Kris Samuelson, Stanford, at a documentary workshop at NAFTI, Accra 
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projects.  

CILECT/TDC has educated 
people in the art of dissemina-
tion of information and the in-
terpretation and story telling of 
their cultures.  

PREPARING 
FOR THE 
FUTURE  

In the 20 years that have passed 
since the TDC Programme was ini-
tiated in Sydney, hundreds of indi-
viduals and many schools have con-
tributed to, and benefited from, its 
activities. 

It will not be possible here to men-
tion all, and it is not fair to make a 
selection. At the core, stands that 
the achievements of individuals  
who generously gave their voluntary 
and dedicated effort , to fulfil what 
they felt as an obligation to share 
their experience with colleagues 
working under less privileged condi-
tions. 

The modest organisational abilities 
of CILECT/TDC have not always 
managed to fully utilise all the hu-
man resources available, thus could 
not respond to all needs. New meas-
ures are needed in order to attract 
appropriate funding to sustain the 
core activities and address new 
needs and expectations. 

CILECT/TDC will need to adjust 
to new conditions and new chal-
lenges, and CILECT’s Executive 
Council has agreed that TDC 
should be re-established as an inde-
pendent body basically pursuing the 
same goals as the present organisa-
tion. 

An eventual independent status for 
TDC as a foundation already envis-
aged from the outset, as outlined in 
the “Special Resolution” adopted by 
the Congress in Sydney in 1982. 
Twenty years later, informed by its 
successes and failures, the way for-
ward to achieve sustainability is to 
create a professional organisation 
that does not entirely depend on a 
constant flow of voluntary effort.  

The new CILECT/TDC will be 
officially registered as a not for profit 
association, in the first instance, in 
Denmark (CILECT/TDC Head-
quarters) and in the United States. 
The Association will also be regis-
tered in other selected countries, 
which can offer the greatest benefits 
to CILECT/TDC and its partners, 
such as tax relief options for donors 
and sponsors. 

CILECT/TDC, standing for Train-
ing for Developing Countries, will 
maintain its acronym but amend its 
meaning to CILECT TRAINING 
DEVELOPMENT CENTRE. The 
intention is to embrace and ac-
knowledge the need for develop-
ment in many more countries than 
those defined by UNESCO as devel-
oping countries, such as the Eastern 
European nations that are in transi-
tion. 

The objectives of the new associa-
tion are in full accord with TDC’s 
aims and objectives, but allow the 
new TDC to pursue its goals and 
funding beyond the scope of 
CILECT’s membership. 

• The association's objects are to 
support and assist the develop-
ment of professional level training 
and education in film, television 
and related media. 

• The association encourages the 
preservation and development of 
indigenous screen cultures and 
screen production industries in 
recognition of the importance of 
maintaining cultural diversity and 
identity globally. 

• The association aims in particular 
at providing assistance to emerg-
ing schools, schools in countries 
undergoing economic or social 
restructuring and countries or re-
gions in need of establishing such 
training and education. 

• The association will strive to make 
available teaching expertise and 
professional experience from 
around the world as required. 

• The association will coordinate its 
efforts with those of UNESCO, 
national development and aid 
agencies, national and interna-
tional foundations and organisa-
tions and will work with govern-
ments and local authorities in pur-

suit of its objectives. 

Under the new independent struc-
ture CILECT/TDC expects to: 

• enhance its development training 
profile and avoid confusion 
among potential donors with 
CILECT’s other activities and 
responsibilities 

• identify, and pursue, external 
funding sources that match prior-
ity TDC strategies and projects 

• pursue strategically selected train-
ing development projects that 
benefit CILECT member schools 
in the developing world, member 
schools that are  impacted by po-
litical transition, or emerging 
schools and have the potential to 
attract international aid trade 
funding or funds available for cul-
tural and educational purposes 

• streamline and professionalise its 
administration and communica-
tion infrastructure 

• attach professional staff to secure 
a smooth and continuous opera-
tion 

• offer tax benefits to donors and 
sponsors and qualify for restricted 
foundation funding through the 
new decentralised association 
structure 

• continue to build its expertise on 
the CILECT community of teach-
ers and institutions 

CILECT/TDC has made a major 
contribution to the greater under-
standing, interest and promotion of 
each others cultures within CILECT 
and externally.  There is still work 
to do and as a body representing the 
largest collection of film training 
expertise in the world we are well 
suited to the task. 

Indeed we have a responsibility to 
our colleagues and developing na-
tions to promote education in the 
dissemination of information, the 
interpretation of individual cultures 
and the cultural diversity of man-
kind at large. 

Henning Camre, Chair CILECT/TDC 
Carolyn Vaughan, CILECT/TDC 
Programme Director  
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If y ou're setting out to 
make a documentary 
film, you're probably 
in doubt. You don't 

know how to start or what to do. I 
suggest you first sit down alone one 
night and note down any major ex-
perience in which you were deeply 
moved. I mean moved to fear, to 
despair, to rage, pity, to love, to 
relief, to embarrassment... it doesn't 
matter what. Write brief descrip-
tions of these experiences down. 
You'll probably have a dozen, 
maybe two dozen. What matters is 
to me the occasions when you were 
shaken to your foundations. 

Spend some time looking at what 
this list suggests and ask yourself: 
what does this person need to do? 
Where should this person go next? 
What work does the person who's 
been through this need to under-
take? I'm suggesting that you create 
some distance from yourself. Sit 
with the body of your experience 
and look over the individual forma-
tive items. Those are the marks you 
carry. Try to see them objectively, 
try to see yourself as this character 
who has a momentum. What is this 
person especially equipped to show 
the world? Because, those marks 
equip you, they are your specialisa-
tion, this is what you know, and it is 
from here that you can speak with 
authority and connect with certain 
kinds of people. 

Now ask yourself, what experience 
is this person afraid to have? Be-
cause this is a direction one needs to 
take when one wants to grow. This 
is your unfinished business, the un-
finished aspects of your life. So use 
it in making films. Somewhere there 
lie your themes. If you can see 
them, you consolidate the events of 
your life and perhaps foresee the 

long term substance of your work. 

You don't have to tell anybody what 
all this is. It can be a private thing, it 
probably needs to be a private thing. 
Because the moment we start telling 
other people, we begin to modify, 
begin to leave things out, we begin 
to engineer our image. So this 
should be a time when you are 
alone and honest with yourself. 

Once you've defined this, and even 
if the definition seems very provi-
sional, you can begin looking for 
variations. My own theme - and it 
took me years to realize it - has to 
do with imprisonment: what it takes 
for someone to survive imprison-
ment, and what people do to break 
out, I must confess that I made 20 
films before I realized that there 
was ,any common thread running 
through them all. But it's not shame-
ful to be limited to a recurring 
theme. It is not even truly a limita-
tion, just a fact of life that I need to 
embrace, for this is my paradigm. It 
may change, but this is what I know 
about myself, and there are limitless 
variations to it. There is great free-
dom and energy from knowing 
what it is, and of course it arises 
from one's history and one's circum-
stances in early life.  

O.K.  let's talk about the 
relationship be-
tween documenta-
ries and drama. 

Here there are more questions than 
conclusions and answers. Let's say 
you have a subject. How do you 
make it dramatic? You'll probably 
say, why does it have to be dra-
matic? Isn't that phony? I would 
say, no. Because a story needs ten-
sion. Tension goes with curiosity. 
When you are curious you are in a 
state of tension. When you want to 
know "what happens next?" that is 

the most basic impelling question in 
consuming any story. What hap-
pens next? What can happen next? 
Then your mind is in a state of great 
activity, you're not an empty vessel 
being passively filled up with infor-
mation. No, you are an active, 
questing, searching, considering, 
audience member. That's how you 
live your life when you are at your 
best. Why not give that experience 
to your audience?  

What heightens drama was well 
worked out a thousand years ago in 
Greece, as dramatic theory. It's 
about keeping the audience wonder-
ing, keeping them fully alive. Real-
ity itself is not a valuable commod-
ity. Our audience has more than 
enough reality of its own. To show 
the real is terrific when you first do 
it, but it is not enough. Your drama 
has to have ideas about order at-
tached to it. When you watch a 
film, you need to sense a mind that 
is not only exposing you to credible 
situations but also suggesting ideas 
about those situations. What is valu-
able is the meaning lying below the 
busy surface. And our job is to 
heave every  treasure into view. 
First we must do some research by 
answering questions that can turn 
everyday events into story compo-
nents. This is actually the hottest 
part of documentary. To be able to 
look at a real life situation and ana-
lyze it for its component parts-this is 
what most people fail to do well. 
Who are the main characters and 
what makes one more important 
than the others? What is the main 
pressurizing situation? What are the 
main characters trying to get, ac-
complish or do?   

You and I are nice middle class peo-
ple trying to think of ourselves as 
people to whom others do bad 

Documentary Project Development  
Michael Rabiger 

This article is a reprint of a lecture Michael Rabiger gave during the  Documentary Workshop: "Sights of the Turn of the Century. New Tenden-
cies in Documentary Cinema", Mexico, CCC, 1998. 

Michael Rabiger will chair the Melbourne Congress Panel on Documentary and Fiction. As an appetizer to the 
Congress, here is what he says about Project Development. 
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things. Right? This is why docu-
mentaries are so often concerned 
with victims. Because we don't see 
ourselves as protagonists, we see 
ourselves as victims as receivers. 
This misunderstanding shows up in 
attempts at dramatic writing even 
more than it does in documentary.  

The passive hero in dramatic scripts 
is something I've seen very often. 
These central characters are 
unlucky, have only evil girlfriends 
and bad bosses, are nice people to 
whom dreadful things happen. 
Wrong! These people have colluded 
in their own destiny, and it's impor-
tant for the dramatist to get to work 
on the active components of the 
main characters.  

What is the main character trying to 
do or get in the short run and what 
is he or she trying to accomplish in 
the long run? These may represent 
very different goals. Our short term 
actions are part of a larger design of 
long term goals, and that's the way 
to look at your central characters. 
What aspects form the key charac-
ter's destiny and what is this charac-
ter likely to do in a situation under 
pressure?  

I n documentary you've got to try 
to predict what your character's 
trajectory is going to be and if 
you're filming people who are 

walking across the South Pole, you 
need a good idea of who is strong in 
what situation, and who is likely to 
crack, who is practical, who is 
physically less well prepared. All 
these can have dark consequences in 
your filming. Which characters are 
protagonists, and which are antago-
nists, how can one be sure they 
come together in confrontation, this 
is another problem that affects docu-
mentaries. One must develop at 
least two sides to any strong a situa-
tion, and this also happens in 
drama. 

You may have to engineer a situa-
tion. Part of your production prepa-
ration is engineering a situation so 
that the contrary forces come into 
confrontation in front of the cam-
era. A documentary where those 
forces don't come into confrontation 
is like a marriage without consum-
mation. Pretty disappointing. 

What is the nature of the major con-

flict, what does it mean themati-
cally? Where are the major confron-
tations likely to happen? Your job as 
you prepare a film is to try to lock 
down everything that can be pre-
dicted, because you then know what 
to look for. It also liberates you to 
be ready for what is unpredictable. 
When you don't prepare to recog-
nize everything that's predictable, 
then everything appears unpredict-
able. You waste a lot of energy and 
resources filming everything that 
moves because you have no hierar-
chy of importance for what you 
want. 

What are the possible outcomes of 
your movie, and what would each 
mean to your theme? 

People often say, what's the use of 
trying to predict the outcome of a 
documentary when I don't know 
how life is going to turn out? But 
often you can predict some of the 
outcomes, and maybe predict three 
different outcomes. As someone 
who is preparing to make a docu-
mentary, it helps to have strategies 
ready to handle all these possible 
outcomes, to know how they can be 
incorporated into your working hy-
pothesis. 

A nd here's a difficult question 
that, when answered, gives a 
really useful approach: What 
is a metaphorical or mythic 

analogy for the story that is emerg-
ing? That is to say, what metaphori-
cal identity can you assign to each 
of your major characters? In the film 
I'm making about a woman who 
has survived a year in Auschwitz as 
a twelve year old, I have the image 
of a child descending into the under-
world, where the demons are the 
Nazis, and the older women who 
share their precious bread with her 
are the angels. After her liberation 
she stays silent about her experi-
ences for 40 years because she could 
not tell anyone, not even her own 
family. But the sleeping beauty fi-
nally awakens because of the prince. 
The prince is her son. It is he, not 
her husband, who pleads with her to 
put her life on record. So apply 
those mythological resources helped 
me to think about the formation of 
the story, to decide what larger and 
more universal design lies behind 
her story. Of course, the film doesn't 

refer directly to any of those ideas, 
that would be dreadful, but being 
guided by those archetypes helps to 
give it a peculiar universality.  

Quite often when one is in trouble 
with a story, and this is particularly 
true in fiction, holding it up against 
the most appropriate narrative ar-
chetypes, helps me to find what is 
missing and to solve what seemed 
insoluble. If you manage to see your 
subjects in this metaphorical and 
mythic light from the outset, there's 
a good chance that it will strongly 
influence your story's conception 
and shooting. Knowing the arche-
type tells you what to look for as 
well as how to realize it as a narra-
tive afterwards. Your audience will 
sense universal truths at work as 
well as the purely literal ones.  

Unless you're an observational 
documentary director you catalyze 
stories as well as observe them, and 
that's what directing is. Having a 
sense that a particular experience is 
large in its design and meaning en-
courages the audience to act as in-
telligent participants. There are little 
local truths, but by looking closer at 
local people one sometimes finds 
them living great and noble designs, 
and it's our business to grasp this. 
These become stories that open up 
universal truths to which almost 
everyone responds.  

N ow, you've decided on your 
subject, how do you handle 
point of view? Do you simply 
film things? Figure it out in 

the cutting room? Let's see. We 
have a story, we have characters, 
issues, struggle, possible outcomes, 
we have a notion of why the story is 
being told but not who is telling the 
story or how. Remember, from the 
way we were told to write academic 
papers at school and from the fac-
tual material we have grown up 
with in TV viewing, we've all been 
indoctrinated with the idea that ob-
jectivity is what matters. Get rid of 
the personal, get rid of the vulner-
able first person pronoun. But there 
can be no objectivity with film, we 
all agree on that. Someone has cho-
sen where to put the camera, has 
chosen what lens to use, how the 
lightning should be, someone turns 
the camera on and off, someone 
chooses what goes into the movie. 
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A series of conscious choices cannot 
possibly be objective.   

W hen filmmakers remove 
the evidence of their point 
of view in actuality mate-
rial, they're often doing it 

to make their films seem more au-
thoritative. Audiences, I believe are 
not fooled by this kind of discourse. 
Nobody would buy a novel or non-
fiction book that tried to be author-
less. Yet until recently, that was the 
last thing you'd find in documentary 
and it's certainly still true in news-
casting. If you want to imply the 
first person point of view but not be 
visible or audible in your film you 
must funnel the film's perspective 
through the perceptions of a surro-
gate who will probably be one of 
your characters. If you favor one 
point of view, you root the film and 
its whole reality to that one person's 
sensibilities, even though the audi-
ence can often see further. You may 
want to use more than one person's 
point of view. I once made a film 
with 22 view points and the film still 
hangs together. It was a about a 
leaderless movement, and it worked 
because the story is strong and no 
one person experienced more than a 
fragment of the events.  

What's beautiful about letting us 
enter another person's point of view 
is that ultimately, we yearn to get 
out of ourselves and to enter other 
people's realities, to find in them 
something of ourselves, to find our-
selves in what we love or admire in 
them. I think we discover ourselves 
through the people we love, we dis-
cover our sense of humor, we dis-
cover our tastes in the people who 
are most influential on us. The film-
ing process continues this journey. 
It's a way of getting to, getting in-
side other people who have some-
thing valuable.  

A film with a point of view is really 
conveying the storyteller's con-
sciousness, sometimes merely recall-
ing, but other times overpowered by 
impressions, and entering spontane-
ously into other people's experi-
ences. You can see film technique in 
those words: close shots, overshoul-
der shots, long shots, tracking shots. 
These are all counterparts to our 
changing perception in everyday 
life, and mirror the space between 

ourselves and the people we are a 
listening to, watching, and trying to 
learn about.  

The films that move us usually have 
an integrated feel and the integra-
tion comes, I believe, from having a 
good story told in a way that feels 
like a consistent and intelligent 
stream of human consciousness. An 
essay film can be like this, just as 
much as cinéma verité. This is ulti-
mately work that is perfected in the 
cutting room, but the basis has to be 
collected during shooting.  

T he best guide on whether to 
shoot and what to shoot really 
comes from being very aware 
of how one's views, knowledge 

and feelings were formed, and then 
shooting materials that allow you to 
reproduce these perceptions on film. 
This really points back to the re-
search strategies that you use. I 
think the most important thing you 
can do, even if you do nothing else, 
is to make a hypothesis, a working 
hypothesis for the movie. I do that 
by writing up filling in gaps in some 
sentences so that the whole, once 
finished, forms a working hypothe-
sis. It goes like this:   

In life I believe that (complete with 
the life-principle that you see at-
tached to this story)  

I will show this in action by .... 
(complete with a sentence about the 
main characters and the  topic).  

The main conflict in this story is 
between   and   (Here you define 
what the main oppositional princi-
ples are in this story)   

I want my audience to realize   and 
to feel   (This focuses how you want 
to act on your audience's mind and 
emotions. You won't change minds 
without first affecting hearts) `  

Try to be really concrete. During 
research it is important to give your-
self time, so trust can develop be-
tween you and your characters. 
Time allows you to be passively 
watchful. This is one time when you 
don't want to be active, you want to 
be very watchful and allow the 
situation and people to act on you. 
It's important to watch yourself 
when you research. You really need 
to watch yourself, and see how your 
mind works, see how do you learn, 

what it is specifically that teaches 
you, what persuades you, what im-
presses you, what images and what 
behaviors actually affect you. So it's 
vital during the research period to 
amass lists of impressions, things 
that can be filmed. Otherwise your 
mind will make up a series of ab-
stractions and abstractions do not 
help you when it comes to making a 
film. Always be concrete. Filming 
cannot be made from abstractions, 
only from specific sights and sounds 
going into the lens or going into the 
microphone. 

To create trust, you'll need to tell 
people what you're doing, why 
you're doing it. Here you often don't 
know exactly what you're doing 
until quite late, so you often give 
them a generality o and then you 
listen and see how they react. I must 
say I'm less than candid and less 
than comprehensive during a re-
search period. I give some generali-
ties and then I see how people react, 
and I'm led by what their ideas are, 
what their feelings are. This allows 
your film to emerge organically 
from your relationship with the sub-
ject, instead of being cerebral and 
imposed.  

The art of documentary lies in 
building one's community, and in 
the artistic process itself. Most of 
this takes place within oneself. I 
haven't talked about any camera 
angles, or what camera to use, or 
whether you should use video or 
whether to use analog video, digital 
video or 16 or 35 millimeter film. 
All these decisions are subsidiary to 
this relationship in oneself with 
one's subject, which I think of as 
crux of the artistic process.  

I  think it is very good to share 
ideas with friends and associates 
because they're your first audi-
ence. When you start talking 

about the film you want to make 
you are in effect presenting a film to 
an audience, and you get an imme-
diate feedback on whether you're 
going to be effective or not. It begins 
from the moment you start talking 
about your movie. Try pitching, 
which means standing in front of an 
audience and trying to convince 
them that you have a good film 
idea. At first it's embarrassing, and 
you feel tongue tied... but try it. It'll 
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make you a better filmmaker, because 
you have to describe what you're do-
ing and you have to get a reaction 
from your audience. When you do 
get a reaction, you find you're describ-
ing a better film. This is the beginning 
of the process. Why wait until you 
show the film to find out what your 
audience is going to feel.  

All  of this begins from us-
i n g  y o u r 
self-knowledge, and 
your self-search as a 

lens. Through this lens one searches 
for alternative incarnations of the un-
finished business in one's own life. I 
said I was interested in imprisonment. 
Most recently that led me to become 
interested in someone who was im-
prisoned in a concentration camp. I'm 
also interested in people who have 
changed class, or people like the lone 
black in the white suburb. The film 
process is lengthy, the gratification is 
very delayed, but ultimately it is one 
that discovers what affects hearts and 
minds and what opens up imagina-
tions. Your reward is when people 
feel the passion with which you made 
the movie, and then draw upon the 
feeling you have generated in them to 
face something in their own lives. 
When this happens, it is success. And 
it usually translates, somehow or 
other, into support for making an-
other film, and support is a key word.  

Following one's instincts is a vulner-
able and risky way to make a film. 
There are safer and more commercial 
ways. But the artistic process cannot 
happen without support and collabo-
ration. Support from friends and fam-
ily during every film, which is a long 
and uncertain journey, support from 
colleagues and crew, that you care-
fully select for their knowledge of and 
commitment to the artistic process 
itself.(…)  

Most of all, documentary makers 
need support and trust from the peo-
ple who make this precarious and 
wonderful way of life possible. All of 
us need to believe that in film and 
television, good art can also be good 
business.  

Michael Rabiger 

CALIFORNIA INSTITUTE 
OF THE ARTS 

 
California Institute of the Arts was 
incorporated in 1961 as the first de-
gree-granting institution of higher 
learning in the United States created 
specifically for students of both the 
visual and the performing arts. The 
Institute was established through 
the vision and generosity of Walt 
and Roy Disney and the merger of 
two well-established professional 
schools, the Los Angeles Conserva-
tory of Music, founded in 1883, and 
the Chouinard Art Institute, 
founded in 1921. 

By 1971, degree programs in dance, 
film/video, and theater had been 
added to those in art and music; in 
1995, a writing program in critical 
studies was added. In November of 
1971, CalArts moved to its perma-
nent site in Valencia.  

Since its founding, CalArts has 
sought to emphasize the importance 
of studying art within the broadest 
context possible. The Institute con-
tinues its commitment to work that 
is experimental in form and chal-
lenging both conceptually and in 

terms of subject matter. We seek to 
promote intercultural exchange 
among artists and to extend the un-
derstanding of artmaking within 
local, national and global perspec-
tives.  

Students are welcomed into the Cal 
Arts community of committed art-
makers and are expected to perform 
as an artist while studying at the 
Institute. Students interact closely 
with faculty, both in established 
courses and independent studies 
and through a system of mentoring 
and reviews. In addition to the con-
tributions of the regular core faculty, 
CalArts hosts a broad range of visit-
ing artist programs that bring excep-
tional practitioners and scholars to 
campus throughout the school year.  

Through our Community Arts Part-
nership (CAP), students have the 
opportunity to participate in pro-
grams at cultural centers in 
neighborhoods throughout Los An-
geles.  

CalArts has a long tradition of fos-
tering artmaking by faculty, guest 
artists and students, which then has 
a life beyond our walls. In recent 
years, work sponsored by the Insti-

Self Portrait     
CalArts, Valencia, USA  
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tute has traveled to the Edinburgh 
Festival, the Festival d’Avignon and 
the Lincoln Center Arts Festival, 
while locally we have participated 
in the Los Angeles Philharmonic's 
Green Umbrella New Music Series 
and the Mark Taper Forum's New 
Works Festival. To further this pos-
sibility, in 2002/2003 we will inau-
gurate our own Frank Gehry-
designed 220-seat performance 
space/film theater and gallery com-
plex, the Roy and Edna Disney/
CalArts Theater (or REDCAT, as it 
is already known), in downtown 
Los Angeles, adjacent to the new 
Walt Disney Concert Hall, the 
Mark Taper Forum and the Mu-
seum of Contemporary Art.  

New partnerships with both enter-
tainment and technology companies 
have enabled us to assemble the 
intellectual and technical re-
sources for interactive and 
multimedia artmaking. In 
some disciplines, these new 
modes of artmaking have al-
ready produced striking results. 

By creating a platform for in-
terdisciplinary artmaking, 
these new computer-based de-
velopments are helping us ful-
fill the founding vision of Ca-
lArts as an institution which, 
by placing all the arts under 
one roof, would encourage 
interaction among the arts. 

School of Film/Video 

This is a school of film and 
video makers—the tool may be 
the camera, the optical printer or the 
computer. Every path the moving 
image has taken in the past or might 
take in the future is kept open for 
exploration and use. Since enthusi-
asm is the fostering soil for any crea-
tive and imaginative production, we 
welcome highly motivated students 
with an independent and daring 
approach towards their discipline.  

We offer an education based on 
comprehensively designed and 
tested curricula with a strong em-
phasis on artistic and intellectual 
boldness. The courses, classes, and 
workshops combine practical train-
ing in skills and craftsmanship with 
theoretical inquiry. Working and 
production progress in an incessant 
dialogue with aesthetic reflection 

and critical thinking.  

The Program of Film and Video 
establishes a laboratory for innova-
tive, unconventional forms of ex-
perimental, narrative, and docu-
mentary film and video making.  

Experimental Animation and 
Character animation, both interna-
tionally renowned programs, nour-
ish the individual development as 
well as the technical dexterity of 
students. Joint computer labs pro-
vide facilities in these areas that 
keep pace with the advancing tech-
nologies.  

Eighty, Experimental Animation, 
B.F.A. and M.F.A. degree candi-
dates develop their own unique de-
sign, storytelling and film structure 
styles while taking courses designed 
to draw out their unique aesthetics, 

skills and talents.  

The Experimental Animation Pro-
gram is designed to help students 
establish an aesthetic and evolve a 
form that speaks of a personal vi-
sion. The spirit of the program is 
exploratory, where a student's time 
is spent developing a style that is 
part of a discovery process that con-
curs with finding the appropriate 
method for one's work. This pro-
gram embraces all stylistic, concep-
tual, and technical approaches to 
creating animation. Students have 
the opportunity to work with figura-
tive drawing as well as cut-outs, the 
world of 3D miniature models, and 
image making through computer 
technology, all valued forms of 
making films.  

The practice of animation involves 
the learning of the history of the art 
form, the learning of skills in the 
drawing of animation, and the gain-
ing of access to tools necessary for 
production through workshops and 
classes. It is important to keep in 
mind that each student develops his 
or her own foundation with their 
mentors as they progress toward 
creating a body of work. The 
uniqueness of Experimental Anima-
tion is the studio where students 
work with faculty near by. 

The Character Animation Program 
offers the comprehensive education 
necessary to become a professional 
in the field of animation. The pro-
gram is constructed to expand the 
individual artistic development of 
students as well as provide compre-
hensive technical instruction.  

The curriculum consists of 
life drawing, character ani-
mation, color and design, 
perspective and rendering, 
painting, character design, 
layout, storytelling, creative 
writing, acting, 2D and 3D 
computer classes, sound, and 
sound design classes. The 
program consists of four very 
intensive years.  

Core courses in the program 
are: Life Drawing I, II, III, & 
IV, Animation I, II, III, & IV, 
Color and Design I, Basic 
Perspective, Beginning Story 
and Story Boarding, Intro-
duction to Writing, and 
Video Animation & Com-

puter Intro. 

One Hundred Fifty B.F.A. degree 
candidates follow this four year 
comprehensive set of courses de-
signed to instill the knowledge and 
skills necessary to work within the 
professional field of animation.. 

The Film Directing Program fur-
nishes young directors and actors 
with fundamentals upon which they 
can rely in their future profession. 

Thirty M.F.A. degree candidates 
take three years to complete this 
program of study. The focus is film 
directing and writing, yet there is 
also a strong component of theater 
directing and writing. Applicants 
are accepted from a variety of back-
grounds. Among our past students 
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are those with training in theater, 
dance, animation, physics, medi-
cine, and English literature, to name 
a few. Regardless of background, all 
students in the program take a re-
quired core of courses and work-
shops, and produce substantial work 
in directing, acting, editing, and in 
writing and story-telling for both 
film and theatre.  

The Film Directing Program is dis-
tinguished by its unique focus. Our 
students are trained in dramatic 
narrative story-telling, and in pro-
ducing and aiding authentic per-
formances. Work with actors is pri-
mary. While directors are encour-
aged to explore new and more effec-
tive methods of dramatic story-
telling, the curriculum is built on the 
tradition which began on the walls 
of caves and comes to us through 
Sophocles, Aristotle, Shakespeare, 
Chekhov, Stanislavski, Griffith, 
Murnau, Renoir, Ford, Ray, Hitch-
cock, Truffaut, Peckinpah, Macken-
drick, Sayles and so many other 
dramatic story-tellers.   

To produce vivid and vigorous 
works of art, the student film and 
video makers need an inspiring ex-
change with their colleagues, teach-
ers and mentors. To shape, deepen 
and enrich their visions, the school 
relies on three interdependent as-
sets: a body of curious, courageous, 
and challenging students with a 
critical power of judgment and inge-
nuity; an outstanding faculty with 
exemplary workmanship freely 
sharing their experience and knowl-
edge; and an inventory of equip-
ment, facilities and machinery 
which is continually renewed and 
upgraded.  

One factor which makes CalArts 
special is the presence of different 
arts in one setting. Students can 
benefit from this prolific contiguity, 
and for this reason we urge them to 
take courses in the disciplines of 
other Schools and to participate in 
and to contribute to all the activities 
and potentials the Institute provides. 
As the saying goes: "someone who 
knows nothing but chemistry, doesn't 
know it well at all".  

Hartmut Bitomsky, 
Dean of the School of Film/Video 

The National Film and Televi-
sion Institute, Accra (NAFTI) is the 
permanent venue for ANIWA the 
biennial  gatherings of film and tele-
vision teachers and students from 
sub-Saharan Africa. Established as 
an African student Film and Televi-
sion festival in 1993, ANIWA, 
which means vision or perception, 
presents a healthy platform for as-
sessment of student productions, 
encourages discovery and discus-
sion, and provides students with 
new knowledge and skills to im-
prove upon their work. 

ANIWA  i s 
i n -

creasingly assuming important and 
impactful dimensions as newly es-
tablished Film and Television Insti-
tutions are drawn in to participate.  

One such new school was the Na-
tional Film Institute, Jos, Nigeria.   
Other Institutions 
which partici-
pated   in 
ANIWA 2001 
were Newton   
Film and TV 
School, South 
Africa; Kenya 
Institute of Mass 
Communication, 
Kenya,   National 
Film and TV In-
stitute, Ghana; 
The Mohammed Amin Foundation, 
Kenya; Namibia Broadcasting Cor-
poration, Zimbabwe Broadcasting 
Corporation;   Gambia Radio & Tv 
Services;   Swazi Tv, Swaziland,   
NTA TV College, Nigeria; Ghana 
Broadcasting Corporation, Ghana 
and   ECA, Ethiopia. 

ANIWA 2001 was a year of reflection 
and re-discovery and  ‘Liberation of 
the Mind’. Participants were encour-
aged to pick up ideas, re-discover es-
sential values and building a future. 
This constituted the main theme of 
the event. 

ANIWA has always been supported 
by CILECT/TDC in the area of spon-
sorship of visiting scholars and practi-
tioners who run a week’s workshop 
preceding the screening festival. 

 ANIWA 2001 had the privilege of 
receiving three visitors, CILECT/
TDC resource person, Eric Knudsen 
from the University of Salford, UK,  
who is a teacher and a documentarist, 
provided insights into the dynamics 
and use of narrative elements in docu-
mentary and docu-dramas. CILECT/
TDC Chair, Henning Camre and 
CILECT/TDC Programme Director, 
Carolyn Vaughan participated in the 
second week of the event to attend the 
meeting of delegates representing the 

African Film and Tele-
vision Schools at the 
ANIWA Festival.  

The purpose of the 
meeting was to deter-
mine the objectives, 
membership criteria 
and framework of the 
African Regional Asso-
ciat ion.  (CARA). 
NAFTI’s Director 
who proposed the es-

tablishment of the association, was 
elected acting Chair.  

The CILECT Executive have now 
approved the association status and 
name – the CILECT AFRICAN RE-
GIONAL ASSOCIATION (CARA). 
The institutions represented were, 
The National Television Authority 

(Continued on page 21) 

NAFTI, Accra 
ANIWA FESTIVAL 

CILECT  AFRICAN REGIONAL 
ASSOCIATION 

CILECT/TDC Resource person, Eric Knudsen 
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A lthough young in years, the 
School of Film and Televi-
sion at Chapman University 
has developed a national 

reputation in the United States. One 
of the first schools in the U.S. to 
switch to an entirely digital post-
production environment, Chapman 
was an early pioneer in bringing the 
convergence of film and digital tech-
nologies into the classroom. Increas-
ingly recognized as an innovative 
and entrepreneurial program, Chap-
man’s School of Film and Televi-
sion today offers five undergraduate 
and four graduate degrees to some 
900 students at the university’s cam-
pus in Orange, California, located 
about 40 miles south of Los Ange-
les.  

As a liberal arts-based university of 
4,000 students, Chapman provides a 
strong foundation for a film pro-
gram that combines a thorough 
grounding in film theory and film 
history with a complete production 
program. Students are also encour-
aged to study the liberal arts to bring 
an appreciation of the finest of lit-

erature, the arts, history, science 
and other disciplines to the process 
of storytelling for the screen. 

Key features that distinguish the 
school are its emphasis on main-
stream feature production, which is 
supported by a program that puts 
cameras in students’ hands starting 
with their very first class, and facili-
ties that are open 24 hours a day, 
seven days a week. The program 
also puts an emphasis on helping 
students learn the business of the 
business, by interacting directly with 
a regular stream of working artists 
and directors, and taking advantage 
of Chapman’s location “a heartbeat 
from Hollywood” through intern-
ships. 

Chapman focuses on helping its 
students tell meaningful stories 
within the context of the main-
stream feature film and television 
business. Although students pro-
duce documentaries, experimental 
films, and new media projects, the 
primary emphasis of the program is 
on mainstream production or as 
Dean Bob Bassett puts it, “On learn-
ing how to express yourself as an 
individual within the framework of 
mainstream production.” Thus, 
Chapman faculty work to help stu-
dents discover and express their 
individual creative visions at the 
same time that they learn the funda-
mentals of the business. 

“It’s vital that students not only 
learn how to be a director, but how 
to become a director,” says Dean 
Bassett. “There is no one clear path 
into this industry, and so we want 
our students to understand how the 
business works—what it takes to get 
a film made and what students can 
do to forward their careers between 
films.” 

Central to this effort are programs 
designed to immerse students in the 
industry and to provide them with 
opportunities to interact directly 
with established professionals. 

These opportunities include intern-
ships with all of the major studios, 
networks, and production compa-
nies as well as mentorships with 
people in the industry, networking 
opportunities with Chapman 
alumni working in film and televi-
sion, and a regular program of art-
ists visiting the Chapman campus to 
screen their work. 

Hollywood guests visit campus 
weekly through a class entitled In-
dependent Visions. Past guests have 
included filmmakers such as Bob 
Zemeckis, Bryan Singer, Richard 
Donner, Irvin Kershner, Martha 
Coolidge, Jerry Zucker, and Bob 
Gale. The Filmmaker-in-Residence 
program brings a renowned film-
maker to campus for a semester to 
work one-on-one with students. Par-
ticipants have included directors 
Arthur Hiller, Mark Rydell, Daniel 
Petrie Sr., and John Badham and 
editor Bob Jones. 

Connections with Hollywood are 
also forged through First Cut, the 
annual screening of student films in 
Hollywood for industry executives, 
and through the publication of Killer 
Scripts, the top student screenplays 
of the year, which is sent to produc-
ers, agents, others involved in devel-
opment. 

Created as a separate school in 
1996, the Chapman program traces 
its roots to a handful of film studies 
and production courses offered in 
the Department of Communications 
in the early 1970s. Growing student 
interest saw the production of Su-
per-8 films and a partnership with 
the community that brought a local 
cable access television station on 
campus in 1980. Bob Bassett was 
hired as the first full-time film pro-
duction faculty member in 1981 in 
the Department of Communica-
tions, where he developed a new 
emphasis in Film and Television. 

Professor Bassett immediately 
moved to update the curriculum 

New Members   
Chapman  University, Orange, USA 

The School of Film and Television 
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and provide more production op-
portunities for students. This in-
cluded the first Interterm Location 
Filmmaking project, launched in 
January 1982, when Professor Bas-
sett took a hardy group of students 
camping in Death Valley to shoot a 
film about a post-nuclear world. 

Growing enrollments brought the 
hiring of additional faculty and the 
development of a B.F.A. degree in 
film and television, with emphases 
in production and broadcast jour-
nalism. The B.A. degree continued 
as a film studies degree. By 1992, 
when the program became a sepa-
rate department, there were some 
200 students. By 1994, Chapman 
had built the Auen-Berger Film and 
Television Center, which included a 
cinematography studio and three-
camera television studio.   

By 1996, when the department be-
came a school and hosted the 50th 
annual conference of the University 
Film and Video Association 
(UFVA), the school had added a 
state-of-the-art new media lab, initi-
ated the Filmmaker-in-Residence 
program, and received grant support 
from the Cecil B. DeMille Founda-
tion through Cecelia Presley, grand-
daughter of the legendary director, 
resulting in the naming of the film 
school building Cecil B. DeMille 
Hall. 

Today, the school has 30 full-time 
and 20 part-time faculty, who have 

won Oscars, Emmys, and Golden 
Globes; been recognized in festivals 
from Sundance to Berlin, and 
worked for the major Hollywood 
studios, networks, and agencies, 
including Sony, Universal, Para-
mount, Warner Brothers, NBC, 
ABC, CBS, CAA, and many more.   

Students come from across the 
United States and around the world. 
Increasingly, students report that 
Chapman is among their top 
choices, particularly because of the 
emphasis on a 
hands-on pro-
duction envi-
ronment and 
the personal-
ized educa-
tion made 
possible by 
small classes.   

The curricu-
lum includes 
five under-
graduate de-
grees (a B.A. 
in film stud-
ies; B.F.A. 
programs in 
film produc-
tion, screen-
writing, and 
television and 
b r o a d c a s t 
j ou rn a l i s m ; 
and the newly 
added B.A. in 

public relations and advertising, 
which includes a focus on entertain-
ment marketing and promotion) 
and four graduate degrees (an M.A. 
in film studies and M.F.A. pro-
grams in screenwriting, producing, 
and film production).  The majority 
of the students at both levels are 
interested in production. 

Central to the curriculum on the 
undergraduate level is a focus on 
helping students develop an under-
standing of film language. Instruc-
tion begins in the gateway class, 
Introduction to Visual Storytelling, 
in which students produce basic 
projects that tell a story without 
dialogue or create a character study.  
All students also take Introduction 
to Film Aesthetics, where they are 
introduced to the fundamentals of 
screen language through film stud-
ies. Thus, students are introduced to 
film grammar through both empiri-
cal and theoretical courses of study. 

Screenwriting, feature construction, 
editing, audio, cinematography, 
film production, production man-
agement, and film history are 
among the core courses in the film 
production degree.  Students are 
expected not only to produce their 
own films but also to serve in a vari-

Chapman Students with Director Robert Zemeckis  

Post-production editing suite at Chapman University 

Chapman University  
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Chapman University  

ety of crew positions on other stu-
dents’ films. Collaboration is en-
couraged as a model for success in 
the industry. Undergraduates may 
have the opportunity to work on a 
wide variety of projects during their 
four years, including location pro-
jects funded by the school. 

The location filmmaking project 
originally started by Professor Bas-
sett a decade ago has evolved into a 
year-long process modeled on a stu-
dio production. Students submit 
scripts for consideration early in the 
fall semester. Nearly 150 scripts 
were submitted in fall, 2001, from 
which 14 were selected for develop-
ment during the semester. Of these, 
six were selected for production 
during the January Interterm ses-
sion. Students form crews that pitch 
the faculty for the right to produce 
the selected scripts. Following 
shooting on location, the projects 
move into post-production during 
the spring semester. Increasingly, 
students are also producing ancil-
lary marketing materials, including 
web sites, one-sheets, and trailers 
for their films. In order to enjoy the 
best acting possible, almost all 
Chapman productions cast actors 
from the Screen Actors Guild, with 
whom the university has a blanket 
agreement. Each year, several pro-
ductions are shot on 35mm, at least 
one sponsored by Kodak. 

Challenges for the School of Film 
and Television include those shared 
by most film schools. As the current 
president of UFVA, Dean Bassett 
chaired a plenary session at the 
2001 UFVA conference in Roches-
ter, New York, on “Meeting the 
Challenges of Teaching Production 
in the University Environment.” 
Panelists Mark Harris (USC), Mi-
chelle Citron (Northwestern Univer-
sity), Bill McDonald (UCLA), and 
Bob Collins (North Carolina School 
of the Arts) discussed the issues of 
teaching production in a liberal arts 
environment and building under-
standing about film production 
among academics in other disci-
plines, along with other issues fac-
ing film schools today. Similarly, 
Dean Bassett appeared on a panel at 

TV College, Nigeria (NTA), Na-
tional Film Institute, Jos, Nigeria, 
Newtown Film and Television 
School, South Africa (NFTS), 
Kenya Institute of Mass Communi-
cation (KIMC), and The National 
Film and Television Institute, 
Ghana (NAFTI).  

It was agreed that the primary ob-
jective of establishing such an insti-
tution is to develop and promote 
African screen culture and educa-
tion. In line with this mission the 
priority objectives agreed to were: 

∗ To exchange programmes for 
teachers, technical staff and 
management. 

∗ Enhance individual members 
and the Association’s profile in 
local and regional film and tele-
vision industry. 

∗ Develop programmes to maxi-
mise the use of facilities and 
other recourses 

∗ Collaborative research and de-
velopment of curriculum and 
training and delivery methodolo-
gies. 

∗ To develop an African knowl-
edge information and education 
network. 

∗ Develop recommendations for 
technical application and acqui-
sitions.  

To this end, working strategies and 
deadlines were proposed and as-
signed to the delegates present, to 
facilitate the speedy registration and 
launching of the association.  

Carolyn Vaughan was sponsored by 
the British Council to participate in 
the CARA meeting and to work 
with NAFTI staff on the develop-
ment and funding proposal for the 
completion of   NAFTI’s new stu-
dio and instruction block.  

Fara Awindor,  
NAFTI- nafti@ghana.com, 

Accra, Ghana. 

 

 

(Continued from page 18) 
the Sundance Film Festival with 
deans from AFI, UCLA, USC and 
Florida State, where the challenge 
of increasing diversity, both within 
the academy and the industry, was a 
topic of vital interest. All of these 
are issues of importance as Chap-
man continues to refine its curricu-
lum and upgrade its equipment and 
facilities. 

Looking to the future, the School of 
Film and Television at Chapman 
University plans to open the first 
phase of Chapman Studios, a new 
film school, in 2004. With a $50-
million fund-raising campaign un-
derway, this project will be modeled 
on a studio, and will contain sound 
stages, theaters, an archive 
(museum) and a backlot, when the 
final project is completed.  The first 
phase, a 70,000-square-foot com-
plex of sound stages, classrooms, 
and post-production suites, will 
open in late spring, 2004. Plans for 
this facility include bringing in a 
regularly scheduled show on which 
students could intern on campus. 

 

 

 

NAFTI  
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The  U n i v e r s i t y 
“Career” Image 
and Sound De-
sign was created 

in 1989 within the Faculty of Archi-
tecture, Design, and Urbanism of 
the University of Buenos Aires. It 
lasts for four years, including a 
Common term for every University 
Student. It has 1493 students in that 
term and 2385 students between the 
second and fourth year.  

The University of Buenos Aires is 
public and free. Admission of stu-
dents is not limited. 

Students approach audio-visual 
space from a production point of 
view. The knowledge they get is a 
basic and general one, as to obtain a 
first degree as Image and Sound 
Designers.  

Since it was created, Image and 
Sound Design has promoted conver-
gence between the world of the De-
sign and the Audio- Visual space. 
Up to a certain moment the interest 
in film genres, technology and tradi-
tional exhibiting systems allowed to 
know the path to follow to reach the 
realisation of a film. 

With the falling of the genres, the 
new technologies, and the diverse 
exhibiting systems uncertainty ap-
pears, and there is a necessity to 
find, among every possible ones, the 
best way to follow and reach the 
realisation of the film. It is nothing 
about teaching a way, but teaching 
to find it, as well. 

During this search the process stu-
dents develop to achieve their goal 
is a very significant one, and our 
career was a pioneer one in develop-
ing the audio- visual design concept. 

Pupils study three production levels. 
They go from the image-at-motion 
language they have to learn, to pro-
duction at documentary, short films 

through permanent capacitating 
courses, seminars, and congresses. 
All of them are part-time teachers. 

Our students, once they are gradu-
ated, are absorbed at an early stage 
by the film and television industry, 
where they are highly valued  be-
cause of their capacity as producers. 

Paradoxically, this sometimes too 
early beginning makes them leave 
their studies in certain cases. Our 
students' works presence at national 
and international festivals and con-
tests is very frequent. 

2001 was a year with very important 
achievements for the Career, that 
show a common and huge effort 
from the different stages of our Uni-
versity to increase the level of train-
ing of our students. 

In September two films produced by 
last- year students took part in the 
7th International Festival of Drama 
short films in Greece. Many other 
fiction and documentary films were 
awarded national and international 

and television programmes levels. 
Three levels of script, and subjects 
on technical formation related to 
lighting, sound, sound tracks, com-
puterised animation, production 
and art design, and digital post-
production are also part of the cur-
riculum.  

They also study other subjects with 
a theoretical and conceptual frame, 
as History of international and 
Latin American media, aesthetics, 
and the inter-textual relationships 
that films can have with other art 
fields, like literature or painting. 

Therefore, our students end the ca-
reer once they have acquired a solid 
conceptual basis and when they are 
trained enough to work at every 
audio-visual production area. 

All  our professors are 
from the audio-visual 
industry and have a 
vast experience in 

media. However, they have a peda-
gogical experience as well, got 

New Members   
Carrera de Diseño de Imagen y Sonido  

Image and Sound Design 

Faculty of Architecture, Buenos Aires University 
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ESAV 
Ecole Supérieure 

d’Audiovisuel Toulouse 
Presents 

its Audio-Visual Corrida 2002 

International festival for the 
CILECT member schools 

March 26- April 2 

At the Toulouse Cinémathèque 

Our audio-visual corrida is more 
than an ordinary festival. It is cer-
tainly not a competition. The aim of 
this annual meeting between cinema 
schools from all over the world is to 
exchange experiences, compare 
educational methods, cultural ap-
proaches and film practices.  

Each year, ESAV (Higher Audiovis-
ual School of Toulouse le Mirail 
University) invites about ten 
schools, represented by their direc-
tor (or one of their  teachers), and a 
student, for a whole week of screen-
ings and debates. 

This delegation is invited to present, 
in front of the other guests and a 
large  audience, works that they 
consider representative of their 
teaching methods, but not necessar-
ily  the best films ever made in their 
school. We would rather see exer-
cises, work in progress showing how 
students progressively develop their 
skills and art.   

The festival, in a friendly atmos-
phere, enables the participants to 
indulge in endless talks about cin-
ema and film teaching methods, and 

sets up the bases of fruitful contacts, 
not only between film schools, but 
also between film directors, when 
the budding students grow up and 
make a name for themselves. As for 
the audience at large, they play 
quite a big part in the festival : on 
one hand, they watch the films with 
a critical eye knowing that their 
criticism is a help for the would-be 
film-makers, on the other hand they 
themselves learn how to become 
wiser film-critics. 

This year, here is the list of schools 
that we have invited :  

Europe : Hochschule für Fernsehen 
und Film, München; Den Danske 
Filmskole, Copenhagen;  DunLaog-
haire Institute of Art, Design & 
Technology, Dublin; Scuola Nazio-
nale di Cinema, Rome; Ecole Na-
tionale Supérieure Louis Lumière 
("Ecole de Vaugirard"), Marne-la-
Vallée ; Institut du Théatre et du 
Film, Tbilisi. 

Americas: Centro de Capacitación 
Cinematográfica, Mexico; Universi-
té du Québec à Montréal, Module 
de Communications; Universidad 
de Artes, Ciencias y Comunicación, 
Santiago, Chili; Universidad de 
Buenos Aires. 

prizes and mentions. 

The list would be too long for this 
note, but we have to mention the 
Award to the Best Schools Film that 
was obtained at the VIII Latin Ameri-
can Festival in Rosario, Argentina. 
This was given to "Building up the 
People's University", that tells the life 
at FADU during the seventies. This 
documentary was produced by Au-
dio- Visual Design 3 within the frame 
of Latin American Sights, that was a 
project on international exchange that 
our University organised and co-
ordinated  with the Centre for Film 
Training of Mexico and the San 
Pablo University. Seven Schools from 
the Federation of Image and Sound 
Schools of Latin America took part in 
it, together with FEISAL. It was su-
pervised by Michael Rabiger, Russell 
Porter, Juan Paco Urrusti and Alan 
Rosenthal. 

For the last four years we have car-
ried out the so called "Audio-visual 
Factory" in our Career, aimed to ex-
plore the project field of the audio-
visual activity. Invited Professors 
such as Michel Chion, Michel Marie, 
Michael Rabiger, Noel Burch, Michel 
Marx, Juan Paco Urrusti, Russell 
Porter, Maria Dora Mourao, Ana 
Vinuela, Yves Louchez, Stavros 
Chassapis, Marcel Lozinsky, etc. took 
part in it. We have also published 
four books with articles written by our 
professors and by our guests.  

The Audio- Visual Factory has been 
active since 2001, and all through it 
seminars, conferences, and talks took 
place. Professors both from our coun-
try and from abroad were present. 
The International Film and Televi-
sion  School of San Antonio de los 
Baños, Cuba, was our special guest. 
Therefore, several Professors from 
that school worked in our Faculty for 
a fortnight. The aim of the Factory, 
linking our students and Professors 
with academic structures from other 
latitudes was over- satisfied.  

Our department has played an active 
role in FEISAL. The last FEISAL 
congress, which was the first one in 
Argentina, took place within the 
"Audio-visual Factory", and many 
representatives from all the partici-
pant countries attended. 

We hope our participation in 
CILECT will allow us take part in the 

exchanges, and that we can contrib-
ute to the development and thinking 
about audio-visual training. 

Arq. Silvio Fischbein 
Director 

Lic. Rosa Schrott 
Co-ordinator 
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