
CILECT NEWS
CENTRE INTERNATIONAL DE LIAISON DES ECODES DE CINÉMA ET DE TÉLÉVISION

THE INTERNATIONAL ASSOCIATION OF  FILM AND TELEVISION SCHOOLS

May 2003  Issue No 38  

FILM AND TELEVISION TRAINING

THE BURKINA FASO EXPERIENCE



   Page 2 May 2003 CILECT NEWS  No 38    CILECT NEWS  No 38 May 2003  Page 3

Contents

Film and TV Training: The Burkina Faso Experience 3

The Bologna Declaration 10

New Technologies Update 13

Is there such a thing as a free lunch? 15

News from the Schools
VCA, Melbourne 16
University of Applied Sciences, Berlin 17
FUC, Buenos Aires; JFTS, Jerusalem 18

Bookshelf  19

Talent Campus, Berlin 21

Festivals 
Poitiers 22
Toulouse 23
Helsinki 23



   Page 2 May 2003 CILECT NEWS  No 38    CILECT NEWS  No 38 May 2003  Page 3

 

W
hile Burkina 
Faso is one 
of  the poorest 
countries in 
the world it 

is host to the FESPACO, the largest 
professional film festival in Africa 
and has produced some of  the finest 
African film makers, such as Gas-
ton Kaboré and Idrissa Ouédraogo. 

It also had the first film school 
in French speaking Africa: INA-
FEC, which was created in 1976 in 
what was then called Upper Volta. 
INAFEC was a member of  CILECT.

INAFEC strongly contributed to 
the development of  film making in the 
region. It trained some 200 profession-
als from Burkina, Mali, Guinea, Tchad 
and the Central African Republic be-
tween 1976 and 1986, when it had to 
close down for an number of  reasons, 
some financial, since the Burkinabe 
state was not in a position to fi-
nance alone the cost of  the training.

The next ten years were a period 
of  serious decline in the film produc-
tion and distribution in the Africa. 

With no film school in French 
speaking Africa to train young pro-
fessionals, the vast majority of  film 
makers and technicians in Burkina 
will be well over fifty years old by 
2005. The situation in neighbouring 
countries is very much the same. 

What is now at stake is the ca-
pacity of  African filmmakers to 
master new technological devel-
opments, and in the longer term 
the survival of  African cinema.

Roughly speaking African filmmak-
ers can be divided in three generations. 
First the self-taught filmmakers (Med 
Hondo) or those who were trained 
in western or eastern Europe (Sem-
bène Ousmane), then the generation 
that was educated in the 70s either 
in Africa (INAFEC) or in Europe 
(IDHEC now Fémis; INA, both in 
France) with filmmakers like Gaston 
Kaboré and Idrissa Ouédraogo. The 
third generation is either self-taught or 
trained in the local TV stations. The 
high cost of  training in European 
and the absence of  schools in the 
French-speaking region are the main 
reasons why that third generation 
of  filmmakers did not go to school.

In 2000, PROFIS, a new training 
centre became operational in Oua-
gadougou, the capital of  Burkina 
Faso to redress that imbalance and 
launch a new programme educa-
tional programme. The idea was to 
start modestly with short workshops 
on screenwriting, video shoot-
ing, sound recording, sound mix-
ing, video editing, animation, etc.

In 2002 a new specialisation 
programme was initiated with the 
support of  France, Quebec and Fran-
cophone Belgium. CILECT member 
schools such as Fémis (France), IAD 
(Belgium), INIS (Québec) contrib-
uted to the training. PROFIS be-
came a partner member of  CILECT.

The next step is ambitious: it is 
the setting up of  a sub regional train-
ing centre for film and television. 

There is a political will to make it 
happen as is evidenced by the Round 
Table on Film Training organised 
in Ouagadougou last February in 
which high ranking personalities 
from Benin, Burkina, Ghana, Mali, 
Niger and Senegal participated.

FILM AND TELEVISION TRAINING IN WEST AFRICA
THE BURKINA FASO EXPERIENCE

In the next pages you will read a detailed 
account of the situation of film and tv 
training in Burkina Faso, prepared by 
CILECT partner member PROFIS. 

The document served as background 
information for the Round Table on Film 
Training organised in Ouagadougou, the 
capital of Burkina, 21-23 February 2003 
and in which representatives of Benin, 
Burkina, Ghana, Mali, Niger and Senegal 
participated.

For the convenience of readers who are 
not proficient in French, here are some 
highlights of the text summarized in 
English. 

HV
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Le Cinéma et la Formation au Cinéma en Afrique 
de l'Ouest
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Round Table on Film and Television Training, 21-23 February 03, Ouagadougou
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Round Table on Film and Television Training, 21-23 February 03, Ouagadougou



Profis Student at the Round Table

Profis Students at the Round Table
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THE BOLOGNA DECLARATION

The Bologna Declaration is a com-
mitment made by 29 European mi-
nisters of Education to reform their 
systems of higher education in a 
convergent way with the aim to be 
more transparent and readily com-
prehensible. The original document 
was signed by the following coun-
tries: Austria, Belgium, Bulgaria, 
Czech Republic, Denmark, Estonia, 
Finland, France, Germany, Greece, 
Hungary, Iceland, Ireland, ltaly, 
Latvia, Lithuania, Luxembourg, 
Malta, the Netherlands, Norway, 
Poland, Portugal, Romania, Slovak 
Republic, Slovenia, Spain, Swe-
den, Swiss Confederation, United 
Kingdom. It is important to note that 
this commitment was freely taken 
by the individual signatory countries 
and was not initiated by the Euro-
pean Union.

The Bologna Declaration is not just 
a political statement, but it is also 
a binding commitment to an action 
programme. This action programme 
is based on a clearly defined com-
mon goal, a deadline and a set of 
specified objectives:

• A Common Goal: to create a 
“European space for higher education” 
in order to enhance the employability 
and mobility of citizens and to increase 
the international competitiveness of 
European higher education

• A Deadline: the “European 
space for higher education” should be 
completed in 2010

• A Set of Specified Objectives

Adoption of a system of easily 
readable and comparable degrees 
in order to promote employability of 
European citizens and the interna-

tional competitiveness of the Euro-
pean higher education system. 

Adoption of a system essentially 
based on two main cycles, under-
graduate and graduate. Access to 
the second cycle requires success-
ful completion of first cycle studies, 
lasting a minimum of three years. 
The degree awarded after the first 
cycle should also be relevant to 
the European labour market as an 
appropriate level of qualification 
The second cycle should lead to 
the master and/or doctorate degree 
as is the case in many European 
countries, 

Establishment of a system of cre-
dits as a proper means of promo-
ting the most widespread student 
mobility. Credits could also be 
acquired in non-higher education 
contexts, including lifelong lear-

ning, provided they are recognised 
by receiving institutions of higher 
education.

Promotion of mobility by overcoming 
obstacles to the effective exercise of 
free movement. For students, this in-
volves access to study and training 
opportunities as well as related ser-
vices and for teachers, researchers 
and administrative staff, recognition 
and valorisation of periods spent in 
a European context researching, tea-
ching and training, without prejudice 
to their statutory rights.

Promotion of European co-operation 
in quality assurance with a view to 
developing comparable criteria and 
methodologies.

Promotion of the necessary Euro-
pean dimensions in higher education, 
particularly with regards to curricular 

THE BOLOGNA DECLARATION
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There are various definitions of Europe. 

There is the European Union with 15 member countries, to become 25 in 
2004; the Europe of the Council of Europe with 41 nations; there was the 
Europe of the General de Gaulle from the Atlantic to the Ural; and among 
yet other definitions there  is the Europe of the Bologna Declaration. 

This may sound even more obscure to non Europeans...Why bother?
The Bologna Declaration has to do with higher education, and is therefore 
a primary concern for film and television schools in the countries that have 
signed it.

It aims at nothing less than reforming the system of higher education of 
29 countries. Curricula will be revised, length of studies will be organised 
on a 3 year plus 2 year system. Three years for bachelor degree plus two 
years for Master degree.  One of the key ideas behind "Bologna" being to 
encourage students mobility across European schools: you study 3 years 
in your home country and do your specialisation in another.  
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development, inter-institutional co-ope-
ration, mobility schemes and integrated 
programmes of study, training and 
research.

Two years after signing the Bologna 
Declaration, the European ministers 
in charge of higher education met 
again in Prague in order to review 
the progress achieved and to set 
directions and priorities for the co-
ming years. Three additional coun-

tries (Croatia, Cyprus and Turkey) 
signed the Declaration. A follow-up 
document entitled the “Prague 
Communiqué” was written, detailing 
further actions to be taken above 
and beyond the original objectives 
of the Bologna process. More infor-
mation on the Bologna process can 
be found at www.bda.ahk.nl. This 
informative website was created in 
the framework of the SOCRATES 
Thematic Network’s Project to 
keep track of progress being made 
in Higher Arts Education, to show 
discipline-specific research reports, 
to initiate online discussions on 
relevant topics, to keep track of na-
tional developments in the light of 
the Bologna process and to create 
links with organisations working on 
similar issues. 

 http://www.bda.ahk.nl
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NEW TECHNOLOGIES UPDATE
This update is bringing another selection of new devices, mostly based on the DV technology, popular with CILECT 
members because of its high quality and affordability. We hope it will inform you about newest developments and help 
in future acquisitions.

Nenad Puhovski
nenad.puhovski@zg.hinet.hr

Chair Standing Committee for New Technologies

Camcorders

Panasonic recently presented its new, dual-mode DVCPRO camcorder 
AJ-SDC915 with 2/3-inch IT CCDs. It is switchable between classic 
25Mbps ENG mode and studio quality 50Mbps 4:2:2 mode. When 
operating in 50Mbps mode, it offers a mild 3.3:1 DV-based compression, 
4:2:2 sampling and four 16-bit 48 kHz sampled channels of uncompressed 
digital audio. It is also switchable between 16:9 and 4:3 aspect ratios.

GY-DV5000U is the newest JVC DV professional camcorder that 
employs three 1/2-inch CCDs, 12-bit A/D converter, new double 
tension tape transport that accepts full & mini size cassettes, 
2.5-inch LCD Data/Video display and DVCAM Playback. 

Canon XM2/Gl2 is the new version of the very popular and affordable 3-chip DV 
camcorder. In addition to features of the previous model, XM2 includes manual 
audio control with separate VU meters, professional XLR audio connectors, 
colour bars, analogue I/O, Clear Scan for recording from a computer screen, etc.

Panasonic MX500 continues Panasonic’s cooperation with famous camera 
and lens manufacturer “Leica” that manufactures DICOMAR zoom lens for 
this camcorder. In addition, MX500 features 3x 800K CCDs, colour bas, 3.5” 
Intelligent LCD Monitor, Mega Optical Image Stabiliser, Zoom Microphone, etc

After Panasonic launched it’s 24p camcorder AG-DVX100, JVC in Japan 
showed a prototype of DV based HIGH DEFINITION camcorder. It records 
in 720 x 480 progressive video in a 16:9 aspect ratio (480p), 1280 x 720 
progressive video in a 16:9 aspect ratio (720p), as well as standard 720 x 480 
mini-DV interlaced video (480i). The first two video sizes are HD standard. The 
new camcorder records the video as MPEG2 digital video onto new, special 
mini-DV tapes. The camcorder uses single 1/3” Megapixel CCD and includes a 
special high definition lens as well as optical image stabilization. The camcorder 
has a ‘’rotary grip’’ where the body of the camcorder can rotate around the grip.
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DVD Camcorders

Panasonic introduced VDR-M30 DVD camcorder that records digital video 
and still images onto removable 8cm DVD-RAM and DVD-R discs, capturing 
up to 120 minutes of digital video and 1,998 still images to DVD media.

SONY introduced three models of consumer DVD camcorders - DCR-
DVD100, DVD200 and DVD300. They all work with 8cm DVD-RAM disks 
and can record up to 60 minutes of MPEG2 video on DVD-R- and DVD-
RW disks. They differ in chip resolution, lenses and other product details.

DV based VTRs

DV based Non Linear 
Systems   

Canopus ADVC-1394 is the world’s first affordable OHCI card enabling native 
DV & analogue video capture. This Windows and Mac compatible device 
provides adjustable brightness, contrast, saturation, hue and sharpness 
controls for analogue input. It has locked audio support, important for 
digitising from analogue devices. It is both NTSC and PAL video compatible.

Maxtor Personal Storage 5000DV is a hard drive system for storing DV 
footage. It can store 120GB and runs at 7200 RPM. The drive could be 
hooked up to Mac or PC computer via either FireWire or USB interface. 
Bottom line – its stores up to 10 hours of DV video for some $ 300!

DV Accessories

JVC is introducing the new series of DV equipment based on the new tape 
mechanism that can work with both DV-mini and standard DV cassette. This 
mechanism is build into DV VTRS BR-DV6000U with IEEE1394, component, 
Y/C and composite input/output, DVCAM playback capability, 2.5” Colour LCD 
Monitor and Modular digital option port. There is also a simpler and cheaper 
version - BR-DV3000U designed mostly to be used as NLE feeder/recorder.

Panasonic AJ-D92 is one of the rare contemporary portable recorders. 
It works in DVCPRO50 and DVCPRO25 formats in either 525 NTSC 
or 625 PAL standards. It has analogue composite input and outputs, 4 
audio channels I/O, 26-pin camera and RS-422A 9-pin serial interfaces. 

DV Drive is a 20GB FireWire high performance hard drive with 
a built-in rechargeable battery about the size of a PDA. It can be 
connected to any DV camcorder and record DV footage directly 
to the hard drive. It can accommodate up to one hour and 40 
minutes of digital video, which can be imported via FireWire to 
any non-linear editor running on a Windows PC or Apple Mac.
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The issue of software prices has been 
discussed among our members for a long 
time. A number of schools have complained 
about relatively high prices, specially 
schools in developing and/or transitional 
countries. Coming from (why not to say it) 
the “culture” of pirate software together with 
accepting a number of rules of the “regu-
lated world” they were confronted with the 
relatively high costs of the software they 
were using.

The problem becomes even bigger if 
one tries to understand that the price of 
software is essentially the same in all coun-
tries but the economic situation is surely 
not. In addition, in many countries (like 
mine, for example) academic discounts 
for professional software like Avid simply 
do not exist. Altogether, this can make 
a piece of software up to 15 times more 
expensive in one of the Cilect member 
country than in another.

Until recently, the issue of “free soft-
ware” in the fi elds we are dealing with was 
in fact nonexistent. What was available on 
the market were different versions of “try-
out” or “lite” versions of the software.

“Tryout” versions were not really us-
able for anything else than really checking 
the software. Mostly, the software would 
become “locked” after 30 days of use or 
some important features, like saving of your 
work, were disabled.

The situation was a bit better with “lite” 
versions that were functional, but often 
not really up to the quality of “full” version. 
Coming frequently bundled with dedicated 
hardware, these products were in fact paid 
for in the price of the hardware.

Very recently, new developments have 
been announced and we believe that our 
members have to know about it.

Believe it or not, some of the major 
manufacturers are launching free versions 
of their software which are fully functional, 
not time limited and not bundled with hard-
ware, mostly because the power of modern 

computers doesn’t need dedicated hard-
ware any more.

The idea behind this is probably the 
same one that Microsoft used with its In-
ternet Explorer and which practically killed 
Netscape – to make customer accustomed 
to something that is later creating profi t for 
the manufacturer in a different way.

Now, let’s see what’s on offer:

Avid Free DV is the biggest surprise 
and probably the most interesting product 
for Cilect schools. It is a streamlined 
version of Avid’s award-winning video 
editing software with capabilities that 
include two video tracks, four audio tracks, 
basic trimming and editing functionality, 
and up to two streams of real-time effects. 
Avid Free DV is completely free software 
scheduled to be available in Q2 2003. 
Although not completely the full version 
of DVExpress, its a very good deal for 

people who want to enter the world of non 
linear editing using standard Avid interface. 
For more information, you should visit 
www.avid.com/avidfreedv.

Pro Tools FREE is another very inter-
esting product for all Cilect members that 
teach sound. It is (coming from the same 
manufacturer) similar to Avid Free DV. It is 
also software only product having most of 
the features from the “real” product. There 
are, however, some limitations – only 8 
audio channels, 2 channels of I/O support 
via Wave Drivers/Sound Manager (allows 
compatibility with 3rd party HW) and 48 
MIDI tracks. On the other hand, the soft-
ware works with Mac OS but only with Win-
dows 98/Me. So, if you are running another 
version of Windows (and probably you are) 
you should separately install Windows 98/

Me and create a “dual boot” system. More 
at http://www.digidesign.com/ptfree/

Avid Free DV and Pro Tools FREE 
are to some extent “lite” versions of the 
original software, However they are free, 
coming from the respectful manufacturer 
and hopefully will help some of the Cilect 
schools to enter the (legal) arena of high 
quality software.

The best indication that these develop-
ments are shaking the market is a recent 
announcement of Apple launching its Fi-
nal Cut Express. (does the name ring the 
bell?) This is not free software but it cost 
only 1/3 of the “full” FCP - USD299.

This product is optimized for the DV25 
format: MiniDV and DVCAM (NTSC or 
PAL), has integrated compositing and ef-
fects functions, real-time preview of effects, 
DV YUV-based effects rendering, exports to 
DVD Studio Pro and iDVD, imports layered 
Photoshop fi les and many other graphic 
fi les and has real-time audio mixing and 
audio effects. It lacks capture and edit in 

HD, analog video and fi lm-based projects, 
offl ine/online workfl ow including the Offl in-
eRT, support for OMF, EDLs, batch lists, 
afterEffects and FXScript plug-ins and 24 
fps editing, real-time 3-way color corrector, 
logging and batch capture, advanced key-

IS THERE SUCH THING AS A FREE LUNCH?
Free production software for Cilect schools

of DVExpress, its a very good deal for 
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framing and serial device control. In short, 
it’s a great product if you need simple, DV 
only, 25 frames only editing software and 
have USD300 for that. 

More at http://www.apple.com/
fi nalcutexpress/

Finally, another interesting offer – a 
totally free graphic software bundle that 
contains fi ve different software packag-
es, all of them in full versions! So, where 
is the catch? The only one is that these 
are older version of the commercial soft-
ware (for example version 5 instead 6.5). 
Apart from that this is completely genuine 
software, coming from a well-known UK 
manufacturer – Serif. Here is what you can 
download from http://www.freeserifsoftw
are.com/index.asp 

PagePlus 5 desktop publishing results 
software for both - short and longer docu-
ments, DrawPlus 4, drawing and vector 
oriented graphic software, PhotoPlus 5,5 
digital imaging and image editing software, 
3DPlus 2 – 3D design software and Web-
Plus 6 - Web designing and publishing 

software. All of these for free, full versions 
and you can even download manuals in 
*pdf format from the Serif site.

Of course, there are many more inter-
esting sites and products. We’ll deal with 
them in the future.

Stay tuned.

Nenad Puhovski
Chair

Standing Committee for New Technologies

Dear CILECT Colleague

It is one year since we hosted the 2002 
CILECT Congress at the VCA School 
of  Film and Television in Melbourne.

It was wonderful having our 
international colleagues visit the 
VCA and to have the opportunity 
to make connections which have 
lead to increased international ac-
tivities for our staff  and students.

This year we ran a CILECT 
Festival of  student productions 
for our students from the tapes 
you kindly left after they screened 
at the 2002 CILECT Congress.

These screenings have been 
immensely popular. It is dif-
ficult for students in Melbourne 
to see work by students from 
Film Schools outside Australia. 

We would like to run another up-
dated series of screenings for the 
students and would be very grateful 
if you could send us another tape 
of your recent student production/s.

Some other International activities 
for the VCA that have flowed from 
the 2002 Cilect Congress have been:  

Rob Ritchie, Head of Screen writing at 
the National Film and Television school 
UK taught for two weeks at the VCA fol-
lowing the Congress 

Michael Rabinger gave a series of 
workshops at the VCA for a few days 
after the Congress 

Nubar Ghazarian lecturer at the VCA 
with two VCA students attended the 2002 
Munich Film Festival where a VCA ret-
rospective program was screened along 
with recent VCA student productions in 
competition 

Jennifer Sabine presented lectures 
at the Cilect schools in China and a 
Memorandum of Understanding was es-
tablished with the Beijing Film Academy 
where 3 VCA students are just completing 
a 6 week exchange 

Andi Spark VCA Animation lecturer 
has just returned from 5 weeks as Art-
ist and Residence at CALARTS in the 
USA 

Kristine Samuelson from Stanford 

University will be a fi lm maker in resi-
dence at the VCA for several weeks in 
May this year 

Chris McGill will present a “train the 
trainers” screen writing workshop spon-
sored by Cilect in the Philippines. 

An exchange student from the Sam 
Spiegel Film and Television School in 
Israel will visit the VCA for 3 weeks in 
August/September 2003 

CILECT Festival of student produc-
tions were screened to students at the 
VCA February/April 2003

We would love to continue and 
expand our International links 
with CILECT schools so if  you 
would like to suggest other ac-
tivities we would welcome them.

Kind Regards and Best Wishes

Jennifer Sabine
Head,

VCA School of  Film and Television

VCA

A letter from Jenny Sabine
Head, Victorian College of the Arts, Melbourne
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Currently, the course “Audiovisual 
Media / Cinematography” is the 
newest film and television program 
among the universities of  Germany´s 
(film) capital Berlin. However, it 
gives a retrospective at a very fine 
tradition as “Staatliche Fachschule 
für Optik und Fototechnik Berlin” 
- short: SFOF Berlin (State College 
for Opticians and Photo Technicians 

Berlin, Dept. Camera). Its four-term 
course “Camera Assistance” there 
was the predecessor of  the academic 
course we implemented within the 
University of  Applied Sciences Berlin.

The SFOF Berlin - originally a 
technical school for optometrists lo-
cated in Mainz (Rhineland-Palatinate) 
- expanded its range of  courses with 
the majors “Photo Technics” in 1919 
and “Camera Assistance” in 1955. 
The SFOF camera department of-
fered one of  the first film technical 
studies in Western Germany and 
gained an excellent reputation in 
the film and television industry. 

Graduates of  the SFOF have been 
working all over the world as suc-
cessful cinematographers or camera 
operators - among them there were 
famous people such as Frank Griebe 
(“Run Lola Run”, 1998), Jörg Jeshel 
(“Black Box BRD”, 2001) and Dietrich 
Lohmann (“Deep Impact”, 1998).

In the course of  restructuring, 
the SFOF Berlin was closed, the 

department Camera was integrated 
into the University of  Applied 
Sciences Berlin, and the curriculum 
as well as the requirements were 
raised to university standard.

The “Technische Fachhochschule 
Berlin” with its 8,500 students belongs 
to the largest German Universities of  
Applied Sciences and is dedicated to 
advancing knowledge and educating 
students primarily in the areas of  sci-
ence and technology. Since April 2000, 
its wide range of  studies includes 
the course “Audiovisual Media / 
Cinematography” as first artistic pro-
gram. It comprises eight semesters. 

The fifth term is a professional practi-
cal semester. The first three semesters 
form the basic study period which 
ends with the intermediate diploma, 
and the advanced study period runs 
from the fourth to the eighth semester 
while the last one is the examination 
term. Graduates receive the degree 
“Diplom-Kameramann /-frau (FH)” 
(which is a degree ranging between a 

Bachelor´s and a Master´s).

This cinematography 
program represents a well-
balanced combination of  
practical training experi-
ence in film and television 
and theoretical academic 
education. The diversified 
studies impart knowledge 
and skills to produce ar-
tistically and technically 
irreproachable pictures 
in a cost effective way.

Characteristic classes 
of  this program are 
“Journalistic Camera”, 
“Motion Picture 
C i n e m a t o g r a p h y “ , 
“Multi-Camera Studio 
Production”, “Audio 
Technology”, “Film 
Editing”, “Non-linear 
Video Editing, “Script 
Development” and “Film 
and Media Theory”. 

In addition to the usual 
curriculum, the students 

are offered workshops that are realised 
in cooperation with cinematographers, 
editors, directors, television produc-
ers, etc. They work closely with 
the students on special exercises.

The educational concept of  our 
department envisions the use of  
older and modern professional equip-
ment. The University of  Applied 
Sciences possesses professional film 
and video equipment from the past 
two decades up to state-of-the-art 
equipment. Students are e.g. trained 
in the usage of  analogue NAGRA 
audio tape recorders as well as con-

SELF PORTRAIT

University of Applied Sciences Berlin
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temporary digital DAT recorders.

Our department provides technical 
instruction to film and video cameras, 
since - according to our experience - 
the graduates work both in the film and 
television industry. The program does 
not emphasise any type of  camera (film 
or video), we try to impart knowledge 
of  the different and comparably chal-
lenging possibilities of  either materi-
als, e.g. in terms of  budget and look.

For their projects, students can use 
all of  our production and post-produc-
tion equipment which features several 
camera packages (e.g. 16mm, Beta SP, 
DV), several mobile stage grip and 
electric packages (e.g. 200W - 4kW 
HMI, Dedolight, Sachtler, Kinoflo), 
and analogue (e.g. Steenbeck) and dig-
ital (e.g. Avid) editing-workstations. A 
120m² studio provides a professional 
production environment. It is equipped 
with several studio cameras, a sound 
studio and even utilisable indoor fur-
nishing. The department´s screening 
theatre has space for up to 400 people, 
projectors for 16/35/70mm films and 
video beamers for Beta or DV media.

Admission to the course 
“Audiovisual Media / Cinema-
tography” is restricted. Applicants 
have to meet several requirements: 
they are to pass a qualifying exami-
nation, submit a good school leaving 
certificate and must have completed 
a pre-study industrial training of  at 
least 13 weeks. Finally, a maximum 
of  only 25 freshmen are admitted to 
the program each year.

“It´s a great honour for our camera 
school to become member of  an asso-
ciation in which famous film schools 
such as the American Film Institute in 
Los Angeles, the Polish National Film 
School in Lodz, or the National Film 
School Louis Lumière in Paris are 
represented”, says Prof. Peter Wutz, 
head of  the camera department.

“We look forward to many coop-
erations with other film schools, to 
new international standards in our 
education, and - certainly - to an 
active membership with CILECT.”

For further information on our 
department, feel free to visit our 
website at www.kameraschule.de.

UNIVERSITY CREATES 
UNIQUE SYSTEM OF TAPE TO 
FILM

 In the area of  investigation of  
new technologies, the UNIVERSI-
DAD DEL CINE, Buenos Aires, has 
developed a novel system of  tape to 
film that allows images in video and 
digital format to be passed to 35 mm 
film. The system includes an exclu-
sive software specially developed for 
treatment of  images, succesfully 
tested in different formats as HD-
Cam, Betacam, DV and MiniDV. 

The excellent relationship high 
quality/low cost, has deserved the 
praise comments of  Kodak:

 www.kodak.com/country/US/
en/motion/students/filmtech/
martian.shtml

 The first experience, with inter-
national repercussion has been the 
feature film Mercano el Marciano, 
2002 (Special Prize from the Jury, 
Annecy International Animation Film 
Festival, France and Prize of  the Audi-
ence in Sitges, Barcelona, Spain; be-
sides its distinguished participation in 
festivals such as Berlin, San Sebastián 
and La Habana, among others).

As a reference, the cost to trans-
fer 90 minutes DVCam (average fea-
ture film) to negative 35mm is US doll-
lars 18,000 (including all the processes 
and materials up to the image nega-
tive, excluding the transport costs).

We would like to share this ben-
efit with all students of  CILECT.

 For further information , please con-
tact: Arq. Mario Santos, Universidad 
del Cine, msantos@ucine.edu.ar; 
www.ucine.edu.ar

The Sam Spiegel Film & 
TV School – Jerusalem

The Sam Spiegel Film & TV School 
– Jerusalem’s films and graduates were 
awarded several prizes at the recent 
Berlin International Film Festival:  

 Glass Bear by the Young Jury to the 
School’s first feature film “Miss Entebe” 
at the Kinderfest (Directed by: Omri 
Levy)

Special Mention to the short film 
“Underdog” (Dir: Eran Merav) at the 
Panorama. 

 “Broken Wings”, directed by the 
School’s graduate Nir Bergman, winner 
of  the following prizes: Best Film of  the 
Jerusalem Film Festival; Best Film of  
the Tokyo International Film Festival; 
Best Film of  the Palm Springs Film 
Festival and winner 9 Israeli Oscars of  
the Israeli Academy Awards, has taken 
also three prizes at the Berlin Film 
Festival, amongst which  The Audience 
Prize of  the Panorama. 

  “The Red Toy” a script by student 
Danny Rosenberg has won a special grant 
of  15,000 USD, covering the production 
costs of  the project in the UNESCO/
CILECT project “Intensifying the 
Dialogues among Communities, 
Cultures and Civilizations”. 

UNESCO approached CILECT Schools, 
and asked each school to submit one 
project of  a short fiction film, targeted 
at youth and aiming at ‘increasing inter-
cultural understanding in six regions of  
the world’. 
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Bookshelf

Everyone Is Telling the Story:
Establishing a Creative Environment

Productive, respectful, aestheti-
cally based collaborations, even those 
be tween two filmmakers in private, 
have a way of  rippling through and 
perme ating the entire production, 
just as their opposites—bullying, 
back-biting, self-serving, ego-tripping 
and demeaning attitudes—can seep 
through and poison the well for eve-
ryone. From the top down, filmmak-
ers need to work to create an overall 
environment in which honest and 
open creative interac tion flourishes.

We have focused on the more 
prominent creative collaborators, but 
ide ally everyone working on a film 
should feel that they are participating 
in the creative fluidity our filmmakers 
have described. Conrad Hall notes that 
within the camera department, “the 
assistants are all storytellers, and the 
operators are storytellers, and I’m a 
storyteller.” He wants his camera crew 
to have a lot of  input, ideas that they 
communicate to me that I use when I 
think they’re appropriate, and when 
I can sell them to the director.” He 
adds that they always “have a lot of  
freedom about focus and that kind of  
thing. When an operator’s working, I 
set up the shot and they know what 

I want, but then actors don’t always 
do what they’re expected to do and 
something will hap pen, and they have 
to make decisions on their own. So 
I urge everybody to feel that they’re 
telling the story as importantly as 
anybody, and that feeling makes their 
job interesting and keeps us all focused 
on doing the good thing for the scene.”

Similarly, production designer 
Jeannine Oppewall wants everyone 
who works for her, including the 
painters and the carpenters building 
the sets, “to have room to add their 
own creativity. You have to establish 
an environ ment where people can cre-
ate. A good boss makes everybody feel 
that their contribution is invaluable.” 
Reflecting the way she herself  wants to 
be treated, she says that “if  you dictate, 
if  you just go in there and say ‘now 
paint the walls blue,’ then people go 
‘fine, tell me what you want, I’ll do it,’ 
but they’re not going to bring anything 
extra to the party.” Jeannine empha-
sizes that “you’re hiring them for those 
personal extras, a spirit, a feeling for 
the material, a sense of  humor, a dog-
gedness that you first saw in them.”

As self-evident as these arguments 
for mutually supportive and re spectful 
creative interactions may seem, the re-
ality is that insecure and in competent 
people do get into positions of  power 
and feel threatened by those they fear 
are more talented than they are. Ani-
mation writer-director John Lasseter 
describes the anticreative atmosphere 
he encountered when he first worked 
at a couple of  animation studios early 
in his career where “the managers at 
the time were not talented people. 
They were second-rate animators that 
had gotten to their leadership positions 
through attrition. All these young, tal-
ented people were coming in, and the 
managers did everything they could to 
keep us down. They told us, ‘We don’t 
want to hear your ideas. If  you don’t 
want to do it this way, there’s a line 
of  people outside the door that would 
love to do what you do.’ They actively 
made you feel like a cog in a wheel.”

John contrasts that atmosphere 
with the one he encountered when he 
went to work for Ed Catmull in the 
early days of  the Lucasfilm Computer 
Division. “Ed had the premier com-
puter-graphics research people. I said, 

‘How did you get these great people 
here?’ And he said, ‘Oh, it’s easy I just 
try to hire people smarter than myself.’ 
And Ed, you have to understand, is 
one of  the best, smartest people that’s 
ever been in computer graphics.”

John has tried to apply this lesson 
to his role as head of  creative at Pixar 
Animation Studios. “One thing I’ve 
found is that you never know where 
the good idea is going to come from. 
In a creative meeting, as we’re listen-
ing to all these ideas coming up, I 
recognize that my job as the direc-
tor, as the leader, is to just go, ‘Oh! 
Oh! That’s good, that’s good,’ and 
‘Oh, you could do this, and this, and 
blah-blah-blah-blah,’ you know. And 
everybody’s laughing, and saying ‘Oh, 
this is great.’” Andrew Stanton, one of  
John’s writer-director colleagues, likes 
to compare this creative ferment to 
the experience of  the Beatles: “When 
you get us all to gether, it’s magic. And 
when we’re apart, it’s just harder.”

Just as John had a mentor, Ed Cat-
mull, who modeled how to create a 
good environment for interaction, An-
thony Minghella had a similar experi-
ence with the legendary producer Saul 
Zaentz. After seeing Anthony’s first 
fea ture Truly, Madly, Deeply, Zaentz be-
came “so convinced of  my talent that 
he made it possible for me to make The 
English Patient. He had no reason to be-
lieve I could make a film of  that scale, 
but he had much more confidence in 
me than I had.” As a result, Anthony 
felt “enormously empowered by him. 
I felt as if  he had such confidence, 
that there must be some basis for that 
confidence. He never let me, for one 
second, think that I was doing badly, 
which I think was very smart of  him.” 
In turn, Anthony has sought to “hand 
over a certain amount of  empower-
ment” to the people he collaborates 
with, and he recognizes that “most of  
us work best when we feel cherished.”

The producer is often in a key posi-
tion to help create this “cherishing” en-
vironment. Ismail Merchant says that 
actress Madeleine Potter [who had 
roles in the Merchant Ivory produc-
tions The Bostonians, Slaves of  New York 
and The Golden Bowl] calls him “‘the 
godfather’—not in the same sense 
as in the film The Godfather, but in a 
way where people feel they can come 

Creative Filmmaking from the 
Inside Out is the title of a nis the title of a new book ew book 
by University of Southern California by University of Southern California 
colleagues Jed Dannenbaum, Carroll colleagues Jed Dannenbaum, Carroll 
Hodge, and Doe Mayer. Hodge, and Doe Mayer. 

They aThey are both teachers and fi lm mak-re both teachers and fi lm mak-
ers, and they’ve produced a book for ers, and they’ve produced a book for 
students about the creative process of students about the creative process of 
fi lm making, that relies on the insights fi lm making, that relies on the insights 
of the authors and a number of inter-of the authors and a number of inter-
national professionals. national professionals. 

The authors anThe authors and their industry collabo-d their industry collabo-
rators describe a variety of strategies rators describe a variety of strategies 
for finding a unique creative voice, for finding a unique creative voice, 
working from observation and experi-working from observation and experi-
ence, exploring unconscious sources ence, exploring unconscious sources 
of creativity, collaborating in a creative of creativity, collaborating in a creative 
way, and communicating with the audi-way, and communicating with the audi-
ence. ence. 
Creative Filmmaking from the Inside Creative Filmmaking from the Inside 
Out Out is published by Simon and Schus-is published by Simon and Schus-
ter.ter.

Here is an excerpt from the booHere is an excerpt from the book:k:
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to you.” Ismail first sets this tone by 
hosting at the beginning of  production 
“a dinner for everybody that works on 
the set. They are all there, and I cook 
for them. And I feel that helps you to 
establish that the smallest job and the 
biggest job are treated in the same 
way You have respect for a produc-
tion assistant, as well as the stars of  
the film.” He finds that as a result, 
“they can speak their minds. If  some-
thing is not happening in the proper 
way, you hear from them. A producer 
must know every department—he 
must know costumes, he must know 
production design. If  there is some 
flaw in any of  the departments, or 
some setback, you go and correct it.”

It’s easier to have a supportive at-
mosphere when things are going well. 
The more crucial test comes when 
serious problems arise. Conrad Hall 
remembers that on American Beauty 
“Our first day of  shooting was a dis-
aster. It was the scene with Annette 
Bening and Peter Gallagher at the fast 
food place. My work just was amateur-
ish. And the place that was picked was 
totally wrong. The actors were forced 
to go into a scene that was deep into 
the story. Everybody looked at the dai-
lies and jaws dropped and they said, 
‘This is Conrad Hall’s work? That’s 
[director] Sam Mendes and Annette 
Bening?’ Everybody was just really, 
really way off  the mark.” The dailies 
went to Steven Spielberg (cofounder of  
DreamWorks SKG, the studio produc-
ing the film) who “realized how you 
can make mistakes, and gave us anoth-
er whole day to redo the scene, which 
we did much later on in the picture. 
The scene turned out to be wonderful. 
Great scene. And though we had made 
the mistake, DreamWorks allowed us 
to do it over again without firing any-
body or being too judgmental of  us.”

Unfortunately, studios are not al-
ways understanding and supportive. 
Corporate and other commercial forc-
es can undermine the creative interac-
tions that a film needs. Directors 
and creative producers have to try to 
shield themselves and those working 
with them from these pressures. John 
Wells believes “that’s really the job 
that a writer-executive producer in 
television is most responsible for do-
ing, making certain that the entire 

creative team is protected and has the 
opportunity to do their best work.’’ 
This is not an easy task, because in 
the hierarchy of  the studios, networks 
and parent corporations, “there are a 
lot of  people with a lot of  opinions. I 
refer to it as ‘the world at the other end 
of  the telephone,’ and it doesn’t have 
a lot to do with what you’re actually 
doing. You’ve got to kind of  keep it 
separated out. Nobody’s going to 
remember who the current executive 
from Warner Bros. was who gave you 
the notes to change the script. Their 
name isn’t the one up on the screen. 
The writer, the director, the actors, 
and the executive producers are the 
ones who are held responsible for 
the quality of  what it is that you do.”

Sometimes the only way to protect 
the film and its creators is to take 
strong, even drastic, measures. When 
Ismail produced The Golden Bowl, 
distributor Miramax Films had them 
preview the film “at a mall in New 
Jersey and about half  the people gave 
unfavorable responses.” The studio 
then asked for changes in the film, 
cuts that Ismail found “abominable. 
Miramax said, ‘If  you don’t agree 
to these things, either you pay us $4 
million to promote it, or we are go-
ing to put it directly onto television, 
and that’s the end of  it.’ So we said, 
‘We’ll pay you back and take the film.’ 
They never thought that would ever 
happen, but it did happen. We raised 
the money—we hocked our things in 
England and all of  that.” Ismail sees 
this decision as a victory of  the artist 
over money—money is not the main 
thing in life.” He finds that a creative 
producer “has to fight the battles 
against people who try to impose their 
will on filmmakers. There are always 
battles when you are making a film.”

Coincidentally, writer Hanif  
Kureishi also had a confrontation 
with Miramax cochairman Harvey 
Weinstein, who “had lots of  ideas for 
My Son, the Fanatic, which in fact were 
not very good ideas. I had to say to 
him, ‘Look, it wouldn’t be my film, it 
won’t be anybody’s film. It’ll just be 
bland. It’ll have no edge to it if  you do 
that.’ In the end, it’s the voice of  the 
artist that makes the piece of  value.”

And yet Harvey Weinstein and 
Miramax have often been lauded by 

filmmakers for supporting risk-taking 
projects that other studios wouldn’t 
touch. Anthony Minghella notes 
that in backing The English Patient, 
Weinstein “was prepared to give up 
common sense in the face of  hearing 
real passion, and encountering real 
passion. He thought, ‘Well, this guy 
has a film there somewhere, and it’s 
worth taking a gamble.’ That’s what I 
felt, that he was prepared to gamble.”

Anthony tries to look at the pro-
cess from the perspective of  the 
studio executives who are listening 
to someone like him argue, “but I be-
lieve this movie in which a burnt man 
is lying on a bed, talking to a nurse 
in Italy, will be very important!” He 
remembers it sounding a little absurd 
even “as I was saying it in the rooms 
of  Paramount, or Fox, or wherever I 
was trying to enlist support.” Skepti-
cal executives would respond: “‘So, 
let me get it clear: he’s burnt, so you 
can’t really recognize him, and he’s 
lying there. And there’s a nurse, and 
she’s not American, either, and he’s—
and—and then what?’ ‘Well, then he 
dies, and everybody sort of  dies, and…

Anthony believes that what in the 
end convinces executives is your pas-
sion and your vision. But then, para-
doxically, as soon as the backers have 
their money at stake, “the very thing 
that attracts a studio or a producer to 
a filmmaker is often the thing they 
try to annihilate once they’ve got that 
filmmaker on board. They don’t want 
the thing that they bought. They want 
something else. They’re frightened.”

At that point, Anthony cautions, 
“you have to be very careful as a film-
maker not to bend your own taste or 
lose your own compass.” The studios, 
he believes, expect a good director to 
fight for what’s important to the 
film. “You have to know that when 
they say you can’t go and shoot in 
New York, what they mean is, they 
want to know how desperately you 
want to shoot in New York, not for 
you to say, ‘All right then.’ “At some 
unconscious level they’re testing the 
filmmaker again, “to make sure that 
they really are dealing with somebody 
with a passion and a will and a sen-
sibility, and they’ve invested wisely”

Reproduced by permission of  the 
authors.
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The event itself  was housed in this enor-
mous glass fronted conference hall called 
The House of  World Cultures, ten minutes 
across the Tiergarden from the Reichstag.  

What kind of  people were there?
I suppose you could roughly divide peo-
ple into three categories. The first were 
people just out of  film school with a few 
shorts under their belt. The second were 
slightly more experienced. They had 
done some shorts and were working in 
the industry, and the third were people 
like me who had worked in the busi-
ness for a while, maybe as commercials 

A week long conference where the speakers are Dennis Hopper, Spike Lee, Mike 
Figgis, Thomas Vinterberg and Stephen Frears? Travel and accommodation paid for? 
In Berlin? 

An impossible dream for the downtrodden and ignored first time film-maker? Well, no. 
This is what the Berlin Talent Campus offered to some 500 young talents, 10-14 February 
03.

directors or writers or cameramen, who 
were at the point of  making a feature. 

What was the week’s itinerary?
Very intensive. Day one, Monday, was 
film philosophy, being clear about what 
kind of  film you wanted to make; day 
two, pre-production and writing; day 
three filming; day four post-produc-
tion and day five selling your product. 

(quoted from an interview of  actor Paul Viragh, 
at FilmFour.com)

TALENT CAMPUS, Berlin

CILECT will propose a workshop 
at the Talent Campus 2004
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POITIERS

Palmarès du 26e Festival 
International des Ecoles de Cinéma

Poitiers    10 - 16 mars 2003

Grand Prix du Jury
K-G I NOD OCH LUST, Jens 
Jonsson, DI, Stockholm, Suède

Prix Spécial du Jury
BINARY, de Mike Daly, AFTRS, 
Australie

Mention Spéciale du Jury
LAST RUMBA IN ROCHDALE
de John Chorlton , NFTS, UK
Prix de la Mise en Scène 
MYASO, de Slava Ross, VGIK, 
Russie

Prix du Scénario
PROCTER, de Joachim Trier, 
NFTS, UK

Prix International Nouveaux 
Médias
CHI SI FA L’ASPETTI
De M. Vukosa, G. Pezzan, D. 
Fella, D. Nisi, M. Battini, A. Maf-
fei, G. Scorza, Instituto Europeo 
di Design, Milan, Italie

Prix du Jury Etudiant
MAMMONS TEMPEL
de Mans Berthas, Hola Folkhögs-
kola, Suède

Mention Spéciale 
VIKTOR OCH HANS BRÖDER 
de Marten Klingberg, DI, Stock-
holm, Suède

Prix des Réalisateurs
CLYDE, de Mans Mansson
New York Film Academy, USA

Prix du Public
VIKTOR OCH HANS BRÖDER
de Marten Klingberg, DI, Stock-
holm, Suède

Prix Découverte de la Critique 
Française 
ARAKI, de Anders Morgenthaler, DDF, 
Danemark

Mention Spéciale 
GOOD NIGHT de Chun Sun-Young

Coup de Cœur SACEM
SAP, de Kim Hyun-Joo, NFTS, UK

The International Short Film Festival, 
Poitiers has asked CILECT for consul-
tancy and assistance in two projects:

• the setting up of a joint di-
ploma on dubbing and subtitling 
validated by the University of Poitiers 
and the University of Indianapolis. 

• the setting up of a short course 
training centre for professionals.

Charlotte Rampling has accepted to 
be the godmother of both projects

Charlotte Rampling, the Mayor of Poitiers and Caterina d'Amico present two audiovisual projects to be launched 
in the Poitiers area.
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La Corrida Audiovisuelle 
9-16 April 03, Toulouse

The ESAV, Toulouse, France, organised their 18th Corrida Audiovisuelle, a 
non competitive meeting of students and teachers, from 9 to 16 April 03.

Nine CILECT schools were invited to present their student works: ECAM, 
Madrid; PWSFTviT, Łódź; ESBA, Geneva; Fémis, Paris; NAFTI, Accra; 
NTUA, Taipei; NYU, New York; SNC, Italy and VGIK, Russia.

ESBA, Geneva NTUA, Taipei

ILLUMENATION
22-26 April 03, Helsinki

UIAH, Helsinki organised the sec-
ond edition of  their non competitive 
festival of student films, 22-26 April 03. 

Thirty-one schools participated in  
the event 

In addition to screenings and dis-
cussions, participants were invited 
to attend lectures by Hans Henneke, 
KODAK, on the "Magic and Future 
of Film"; Ted Shapiro, Vice-President 
MPA Brussels on "Copyright in the 
Audiovisual Sector", and screen-
writing guru Dick Ross on "Stories 
Untold"
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