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If  
seeing is believing, dig-
ital cinema has arrived 
and we are witnessing 
the start of  a revolution. 

At our seminar at the National Film 
Theatre on July 4th, Peter Buckingham 
announced that The Film Council of  
Great Britain is installing 150 digital 
cinemas in the next two years. Already 
the United States has some 80 state-of-
the-art digital cinemas, China has 34 
and is committed to 100 by the end 
of  the year, Latin America has 10 and 
Europe 16. Adlabs of  India has set a 
target of  creating 1500 D-Cinemas 
by 2007. Although this is just a few 
digital drops in an ocean of  celluloid 
cinemas, is it the first stirrings of  the 
revolution? Will we all be sitting in 
digital cinemas in 15 years time? 
What will this mean to teachers of  
film production and how should we 
prepare our students for the future?

Recent developments in digital 
projector technology (in terms of  col-
our, image sharpness, resolution, 
contrast and brightness) mean that 
Digital-Cinema is a serious alterna-
tive to 35mm. Even established di-
rectors like Anthony Minghella (The 
English Patient) have acknowledged 
the developments. ‘Digital-Cinema is 
arguably the most important develop-
ment in film since the introduction 
of  sound.’ The annual International 
Broadcasting Conference in Amster-
dam has taken note by allocating a 
day to D-Cinema under the theme 
of  “From celluloid to software.” 

So who are the companies leading 
the D-Cinema revolution and what 
are they producing? There are many 
companies. They include Texas Instru-
ments, JVC, Christie, Barco, Quvis, 
Cintel, Panasonic, Thomson, some 

According to JVC this projector is used 
extensively in postproduction houses 
and preview theatres in Hollywood. 

The doubters will say it is obviously 
impressive technology but unlike 35 
mm, it is one of  several systems and 
that the 35mm frame still stores at 
least three times as much informa-
tion as captured on High Definition 
24p CineAlta ‘frame’ (recording 
1920Hx1080V pixels on each of  the 
three CCDs). Although this may be 
true, Peter Swinson from Cintel points 
out that this is not a meaningful com-
parison because, in the normal film 
process, ‘by the time you copy your 
master 35mm negative to an interneg 
followed by subsequent release prints, 
your original image has deteriorated 
considerably and is getting near to the 
quality of  a High Definition image.’ If  
you then introduce the slight judder 
from the pull-down mechanism on a 
film projector, one could argue that 
the projected digital image can equal 
the quality of  a projected film image.

OK then, let’s go digital. Well, it’s 
not quite that easy. There are many 
issues. The technology is still develop-
ing and is not standardised. So not all 
systems will be able to show the same 
D-Cinema films. The high cost of  the 
technology makes it difficult to make 
quick decisions. Will the system we 
choose today be obsolete in 5 years 
time? The high installation costs also 
generate fears that distribution will 
be dominated by a few large studios 
who will obviously distribute their 
own films and limit the showings of  
independent productions. However, all 
these issues don’t negate the potential, 
the quality of  the improved image and, 
once the systems are in place, the 
ease of  exhibition and distribution.

of  which are working together, some 
not. In terms of  D-Cinema Projectors 
Technologies, there are two front run-
ners. Texas Instruments with its DLP 
Cinema Technology and JVC with its 
D-ILA Technology. The DLP (‘Digital 
Light Processing’) system is licensed 
to and incorporated in the Christie, 
Barco, Panasonic and NEC projectors 
and is in most the established Digital 
Cinemas. Texas Instruments has devel-
oped an optical semi-conductor called 
a Digital Micromirror Device which 
contains some 2 million hinge-mount-
ed microscopic mirrors. Each mirror 
reflects a single pixel. When the mirror 
is on you get a white pixel, when it is 
off  you get a black one. According to 
the timings of  the mirrors, all shades 
of  grey can be generated. The modi-
fied DLP projector also processes the 
red, green and blue colours from the 
light source and is able to deliver a 
contrast ratio of  up to 2,000:1. At the 
end of  the workshop, we saw our work 
projected by the Christie 2K projector 
on the National Film Theatre’s 28 foot 
screen. It produced a crisp, clear and 
bright digital image. We were amazed. 

JVC have developed a totally dif-
ferent system called D-ILA( ‘Direct-
drive Image Light Amplification’) 
Projector Technology which uses 
the most advanced type of  LCOS 
(Liquid Crystal On Silicon) on a 
reflective surface. When the image 
is processed and current is passed 
through the crystals, the projector is 
capable of  producing a near ‘pixel 
free, flicker free’ image. The quality 
of  the most advance JVC project has 
a resolution of  4000x2000, has excel-
lent colour accuracy and capable of  a 
contrast ratio of  1,000:1. The system 
isn’t as widely used as the DLP Tech-
nology but seems to offer potential. 

CILECT PROJECT    D-CINEMA Workshop

Exploring Digital Cinema
University of Westminster

27th June - 4th July 2003
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TESTING D-CINEMA
The CILECT D-Cinema workshop 

was agreed at the Melbourne Congress 
to test the creative potential of  an end-
to-end Digital Future. Some 21 schools 
supported the project. The challenge 
was to explore the D-Cinema chain, to 
shoot on HD cameras, to edit on HD 
systems and to see the work projected 
on a D-Cinema projector in a cinema. 

The first step was to get support 
from the main manufacturers devel-
oping the technology that could shape 
our future. We were lucky that the Na-
tional Film Theatre in London had re-
ceived a grant from the Department of  
Trade and Industry for a Digital Test 
Bed. It was a great moment when 
Richard Boyd from the NFT agreed 
that the first major event at the test bed 
should be the CILECT workshop. This 
wasn’t just a foot in the door. Manufac-
turers were encouraging and eager to 
participate in this creative educational 
exploration. Panasonic supported us 
from the start with its DVCProHD 
digital cinematography camera and 
a HD-D5 recorder; Panavision with 
a ‘Panavized’ Sony HDW-900 and 

two sets of  top grip gear; Quantel 
with its powerful multi-format, high 
definition, 2K iQ post production 
platform, VFG with lights, Sony for 
HDcam decks, Optex for high defini-
tion lenses; Arri Media with seminars 
on the Viper Camera; Kodak with 
seminars on adapting to future stand-
ards and so on. BKSTS (The British 
Moving Image Society) joined us as a 
partner to help organise the seminars 

at the National Film Theatre, to attract 
industry experts and to sell tickets to 
support the cost of  the workshop.

THE CILECT WORKSHOP
Some 25 Staff  and students from 

nine CILECT schools came together 
in London for the workshop from 
Friday June 27 – Friday July 4, 2003. 
To achieve our aims on such a short 
schedule, many preliminary decisions 
had already been made. The writer 
Tony Grisoni (screenplays: ‘Fear and 
Loathing in Las Vegas’ and the recent 
Golden Bear Winner ‘In This World’) 
had written a short 5-minute script for 
us. Poe Purloined is a short drama 
about Edgar Allan Poe six months 
after his wife has died. He is dealing 

with his guilt because he has written a 
love letter to a young woman. It was a 
piece that would give us opportunities 
to test the dramatic expressive possi-
bilities of  D-Cinema. Since we had 
two studios and two high definition 
cameras and enough participants for 
two crews, we shot a second produc-
tion. Kat Wootli wrote a witty script 
about a silent filmmaker, Dr. Pepper, 
who uses all kinds of  special effects 

to create illusions. It allowed the crew 
to explore a range of  traditional film 
effects in front of  an HD camera.

The special effects designer Steve 
Bowman provided the effects and 
kept us from burning down the 
studios. Both sets were designed by 
Ronald Gow, with assistance from 
Julie Lambden. The Poe set was an 
elegant maze of  visual possibilities. 
An 1880s room in a boarding house, 
a corridor and an alleyway. The actor 
Tim Treloar from the National Thea-
tre played Poe. D.O.P. Brian Tufano 
(Billy Elliot and Trainspotting) was 
the cinematography mentor and his 
colleague Andrew Boulton from The 
National Film and Television School 
was the mentor for sound. Caterina 

two sets of  top grip gear; Quantel with his guilt because he has written a 

D-CINEMA at WESTMINSTER UNIVERSITY, UKD-CINEMA at WESTMINSTER UNIVERSITY, UK
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D’Amico was mentor for script and 
acting. The crew included participants 
from SNC (Italy), Turku Poly (Fin-
land), NFTA (The Netherlands), The 
London Film School, The National 
Film School and the University of  
Westminster (United Kingdom). 

The other set had the same diver-
sity. The crew came from the Norwe-
gian Film School, Potsdam-Babelsberg 
(Germany), Dun Laoghaire (Ireland), 
SNC (Italy), Mexico (via the London 
Film School). The set was more mini-
mal but gave the opportunity to explore 
in-camera effects and visual illusions.

Throwing such diverse and tal-
ented crews together was not without 
difficulties (after all we have different 
ways of  working and speak differ-
ent languages), but the commitment 
and determination of  the individu-
als built to a rich problem-solving 
collaboration. We found plenty of  
creativity, achievement and friendship.

The idea to mix staff  and students 
worked well. Many professors had not 
yet had production experience in a D-
Cinema system, so they were cast in 
the crew together with the students. In 
one case, a Professor of  Cinematogra-
phy showed great humility by insisting 
on being the gaffer to one of  his final-
year students who was the director of  
photography (both did a great job!). 

At the beginning and end of  the 
workshop, we had two full day semi-
nars at the National Film Theatre. 
This allowed us to engage with vari-
ous theories of  perception, see the 
latest developments and see some 
excellent examples of  D-Cinema.

Dr. David W. Monk explained 
that ‘ the film look’ was determined 
by many factors, including perceived 
sharpness, resolution, contrast and 
brightness. He also showed us some 
optical illusions which demonstrated 
how misleading the perceived image 
can be. Were we seeing straight lines? 
Were these the same or different col-
ours? He illustrated that a perception 
of  sharpness is frequently linked to 
high-contrast mid frequency details. 
In other words, in assessing sharp-
ness of  the image, contrast may 

be much more important than the 
resolution. Later in the day, Peter 
Swinson showed three photographs 
of  a face. One appeared to be sharper 
than the rest. It turned out that the 
photographs were identical and that 
the one that looked the sharpest had 
had fine grain-noise added to empha-
sise the texture and grain of  the image. 
Seeing can be effectively deceiving!

Brian Tufano showed a test reel he 
shot recently on a Panavision HDcam 
camera of  a model walking around a 
studio. He used minimal lighting. It 
demonstrated fluidity, accuracy, con-
trast and brightness in both bright and 
dark images, which was impressive. 
Another D.O.P. Terry Flaxton showed 
some clips from a more expressionistic 
short he had recently shot on the Pana-
sonic DVCPRO HD. Both examples il-
lustrated a contrast of  visual solutions, 
a naturalistic atmosphere as opposed 
to a highly stylised one. It emphasised 
that the D.O.P. had as much to do on 
high definition as on film. It prepared 
us for the rigours of  our own shoot.

Walter Murch, the great sound 
designer and editor, talked about his 
editing methods at our second semi-
nar. He is currently editing Anthony 
Minghella’s Dark Mountain on Fi-
nal Cut Pro. His ideas of  structuring 
visual developments were relevant to 
the editing process we had just been 
through. Andrew Freedman and 
David O’Brien, the two Irish editors 
of  Illusions, had just spent 3 days 
at Quantel in Newbury editing. Our 
editing mentor Julie Lambden joined 
them. Quantel pushed out the boat for 
us ... a dedicated iQ editing suit and 
editor Lee Clappison to help edit the 
striking DVCPRO HD images to an 
uncompressed D-5 HD video master. 
Poe Purloined was edited as an off-
line on Avid Express at the National 
Film School by Emiliano Battista and 
assisted by Neat Perkins. Later they 
conformed it on an AVID HD system.

 THE SCREENING
On the second Friday, the moment 

had arrived. A week after starting, we 
had to screen our D-Cinema films on a 

28 foot screen at the NFT. The Christie 
2K DLP Cinema projector with its 2 
million pixels resolution gave the films 
an outstanding clarity and definition. 
The quality of  both films was im-
pressive. Both crews had succeeded. 
Each crew reported back about their 
experiences in working within the D-
Cinema chain. Like most film-makers, 
they wished they had had more time 
to realise the scripts, more time for 
planning, more time for rehearsals, 
more time for shooting, more time for 
editing, sound mixing and colour grad-
ing. They also felt that they adapted to 
the new technology quickly. Many of  
the skills learnt for shooting on film 
(such as creating atmosphere, light-
ing, focus pulling, etc.) were relevant 
to the definition and colour control 
available in D-Cinema. As Brian 
Tufano said, ‘we tested it like a new 
film stock...pushed it to its limits and 
discovered many creative possibilities.’

On the whole the audience was 
impressed with the quality of  the im-
ages and the amount the workshop 
had been able to achieve in one week. 
It would have been difficult to achieve 
anything like this on 35mm. The work-
shop revealed that the D-Cinema chain 
has enormous potential for the work 
of  film schools - both in the making 
and distribution of  world cinema and 
student films. CILECT should stay 
closely involved with the developments 
of  this revolutionary technology.

In summing up the CILECT 
workshop, Patrick Von Sychowski 
from Screen Digest said, ‘Digital-cin-
ema will re-write the rules of  the 100 
year old cinema business.’ It will be 
an exciting new chapter in the evolu-
tion and history of  the moving image. 

Joost Hunningher

The scripts and full crew cred-
its are on the D-Cinema website: 
www.wmin.ac.uk/mad/dcinema

The documentary of the 
process will be premiered 
at the CILECT Congress, 

Helsinki, May 2004

D-CINEMA at WESTMINSTER UNIVERSITY, UKD-CINEMA at WESTMINSTER UNIVERSITY, UK
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Blueprint

Theory for Screenwriting
FAMU
Prague
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LITTLE WHITE PAPERS

I’LL always remember 
his little white pa-

pers. When we would read from our 
screenplays in Frank Daniel’s class 
(we always read the pages out loud, 
by ourselves – no shared dramatic 
readings with Frank) he would take 
thoughtful pulls on his cigarette, jot-
ting down an occasional note, putting 
his thoughts on little white squares of  
paper. Where did he get them? Who 
knows? I can only assume they were 
easy to come by; Frank wasn’t fussy 
that way. No doubt the papers ap-
pealed to him because they were 
convenient and eminently disposable. 

They were strictly intended 
for use in the class, that day, and 
weren’t saved. When Frank told you 
something that was written on those 
papers, it was your job to remember 
what he said, or better yet, to write 
it down yourself. He was unlikely to 
repeat those special insights again.

While his little white papers might 
have revealed Frank’s quirky side, his 
approach to script analysis was deeply 
serious. Over the years Frank devel-
oped his own personal nomenclature 
– an assemblage of  writing terms like 
“point-of-attack,” “first culmination,” 
“recognition,” “revelation,” “charac-
ter want and need,” – the list went on 
and on and he compiled it carefully, 
the definitions of  each term as precise 
as a principle of  physics. Frank’s film 
analysis lectures were essential to 
this side of  his pedagogy; they were 
the place where he explained the full 

meaning of  such terms, where he 
taught the elements of  storytelling, 
the foundations of  dramatic structure. 
Film analysis was where Frank took 
a film apart and put it back together 
again, like a professor teaching medi-
cal students anatomy. His freewheel-
ing style was always present, but his 
lectures were succinct and purpose-
ful. If  Frank asked a question and 
a student got the answer wrong, his 
withering expression left no doubt 
about the error – and woe to the stu-
dent who tried to get Frank to agree 
that there was, perhaps, an alternative 
answer. This wasn’t about interpreta-
tion, but structure, the mechanics of  
how a story worked. This was science.

Yet in the writing class itself, in the 
workshop setting, Frank knew such 
“science” could only help a student 
go so far. Writers, he understood, 
shouldn’t get bogged down in too much 
analysis; they needed room to breathe, 
to explore. Once a writer had the stage 
in one of  Frank’s classes, he or she 
could read for as long as they wanted. 
The group’s discussions about a script 
could go on at length, too. Frank’s idea 
was to interfere as little as possible, 
to “pull from the top”; to let the best 
writers and most insightful commenta-
tors lead the class, letting others learn 
from their example. Of  course, even 
for Frank, this was sometimes a dif-
ficult approach to follow. He didn’t 
suffer fools gladly – but sometimes 
he did let them ramble on a while! 

Once the pages were read, once the 
discussion had ended, a significant si-
lence settled over the room… And out 
came those little white papers. Frank 

used them to recall different thoughts 
he had had, to make his comments, 
and more often than that, to pose ques-
tions. They weren’t always big ques-
tions. More likely they would simple, 
tangible questions: “Why does your 
character dislike his father?”  “Why 
is it so important that she learn how 
to dance?” “What will happen to her 
if  she doesn’t?” The questions at first 
might not have seemed so important, 
but on further reflection often emerged 
as the key to understanding the flaws 
in the screenplay, or the way to dis-
cover the next step it had to take.

Like most brilliant men, Frank 
had a strong ego, but he never let it 
overwhelm his work as a teacher. To 
Frank, less was more; it was better 
to tap than to shove. For those of  us 
trying to follow in his path this is, per-
haps, his most difficult lesson: work-
ing with writers is a delicate business, 
it’s like helping a parent learn how to 
raise a child. And as Frank Daniel 
and his little white papers showed us, 
it is as much of  an art as a science. 

David Weber
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TEACHERS help guide and shape lives. 
Great teachers change lives. Frank Dan-
iel changed a great many lives  – as evi-
denced by this gathering and his name 
echoing in the halls of  education and on 
film sets worldwide. 

I am fortunate to be one of  those whose 
life was not only touched and guided 
and shaped directly by Frank, 
but well beyond all that, my 
life was changed profoundly 
by that interaction. And, as 
with so many of  the people he 
taught and influenced, I have 
found myself  striving to do the 
same things he did for me with 
as many others as I can. I’m 
just copying the master when 
I teach; I’m following his lead. 
And I’m using what he taught 
me when I write, in everything 
I write. My daily life –  teach-
ing, writing, traveling, making 
films, living – has been influ-
enced for the better in all of  
its aspects by the years I spent 
studying with, working for and 
working with Frank Daniel. 

Another former student of  
Frank’s, who is now a very 
successful producer in Holly-
wood, was having dinner with 
his wife and Frank a number 
of  years ago. And this produc-
er’s wife, then about 30, was 
trying desperately to decide if  
she should go back to school 
and get her degree in psychology. She 
lamented that it would take about six 
years and by then she’d be 36 years old. 
Frank said that in six years, she’d be 36 
anyway, so what does she want to be at 
that age, a psychologist? She now has a 
successful psychology practice in Los 
Angeles. She changed her perspective 
on the future and uncertainty about it 
through one dinner with Frank. She 
accepted the sole certainty - aging - 
and jumped into the uncertainty - striv-
ing to become what she wanted to be.

The essential ingredient in all 
drama – not being sure what will hap-
pen, but having some idea or intention 
about what might happen...in a word, 
uncertainty – is also the essential in-
gredient in living life successfully and 
fully. No one lived life more this way 
and no one taught it more fully, simply 
and comprehensibly than Frank Dan-

iel. We are all better off  because of  it.

Without embracing uncertainty as 
a given in life – living with simultane-
ous hope for one outcome and fear of  
another – we become immobilized, 
unable to decide on a course of  action 
for the future. Eventually of  course we 
all learn that not deciding is still a form 
of  deciding. But by not deciding, we 
end up being stuck with whatever life 
delivers to our door. And not decid-
ing is also not striving. By striving - 
by aiming at a goal and struggling to 

make it come about - we have a chance 
to have some influence on what arrives 
at our door. We don’t know for sure 
– we might get what we set our sights 
on or we might not. But as McMur-
phy says in ONE FLEW OVER THE 
CUCKOO’S NEST after attempting 
a seemingly impossible feat, “At least 
I tried, goddamnit, at least I tried.” It 

is striving that allows us to grow, 
prosper, create, experiment, dis-
cover. In short it is striving to 
achieve something that we are 
uncertain we can accomplish that 
is the core attribute of  everyone 
who has built the cultures of  the 
world - the schools, the arts, the 
inventions, the businesses, the na-
tions, everything worthwhile (and 
some of  the bad) about human life.

Telling good stories and tell-
ing them well falls entirely on 
the good side of  the spectrum 
and it is here that the history of  
mankind is recorded - both the 
history of  real events and the 
history of  our greatest hopes, our 
most profound fears and our wild-
est flights of  fancy. It is also here 
that Frank devoted his time, his 
energies, his life and abundance 
of  creativity. Not only did he tell 
good stories well, he also taught 
how to tell good stories well. And 
he taught it well. And now a whole 
legion of  his former students, like 
myself  and many others who are 
here, are striving to do what we 

learned from the master. We don’t 
always know if  we’ll succeed, but at 
least we try, goddamnit, at least we try.

Every screenwriting student starts 
out fearing the same thing that every 
successful screenwriter knows all too 
well – the feeling that “maybe I won’t 
be able to make this work.” Part of  the 
genius of  the approach to storytelling 
that Frank handed down to so many 
of  us is that it encourages us to believe 
we can. By breaking a big, impossible-
looking story into achievable sections, 

THE POWER AND ALLURE OF UNCERTAINTY
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we learn to have a greater faith in our 
ability to “make this work.” What 
Frank taught us enables striving, it 
makes it possible to face the uncer-
tainty that is inevitable in any great 
challenge. It helps us keep going, 
attacking the seemingly impossible 
task, increment by increment, until, 
to our great surprise, some version of  
what we hoped to accomplish actually 
has come into existence. It probably 
isn’t everything we hoped it would 
be – how many perfect screenplays 
are there in the world? – but it is a 
lot closer to our target goal than if  we 
hadn’t been striving, if  we hadn’t been 
embracing the uncertain in ourselves, 
in our characters and in our creation 
and trying to make it all work the best 
we can in the time we have available. 

And his approach enables us to 
go into the rewrite with another 
round of  hope versus fear...and 
into the rewrite of  the rewrite and 
the polish of  the rewrite of  the re-
write and so on and on until our 
film is being shown to an audience. 

Then at that point, we experi-
ence another whole version of  hope 
versus fear - “I hope they like it. I 
fear they’ll hate me for having made 
it. I hope they get it; I fear they’ll 
discover I’m an idiot who shouldn’t 
be telling stories at all.” It isn’t 
only those just starting to become 
screenwriters who suffer these pangs. 

What separates the professionals 
from the beginners is not just time, 
number of  projects, income level or 
success rate. What separates them is 
the acquired ability to deal with and 
overcome the uncertainty that is at the 
core of  every great achievement (and a 
lot of  lesser accomplishments as well). 

First timers and old pros all some-
times feel: “Maybe this time I’ve bitten 
off  more than I can chew.” Some be-
ginners will learn to deal with that un-
certainty and continue to work. They 
will eventually have a chance at suc-
cess. Some beginners will not be able 
to handle the uncertainty and have to 
find something “safer” to do. Living 
with uncertainty is living on the edge. 

It’s asking for a risk-taker’s life. It isn’t 
for everyone. But for those who have 
it, for those who can take artistic risks 
and live with the uncertainty about be-
ing able to accomplish all they set their 
sights on, for those who can contend 
with the very real and nearly inevi-
table failures –either partial or com-
plete– that come with trying to extend 
one’s own abilities, for those people, 
what Frank offered directly to some 
of  us and indirectly to many more 
with whom we work, was a means of  
using the power of  that uncertainty, 
both in the work and in ourselves.

So if  you feel unsure about being 

able to make your first script work or 
your next script, it means you’re on the 
right path. If  you feel uncertain you’ll 
be able to make a career for yourself  
in some aspect of  storytelling and 
screenwriting and filmmaking and 
television, it means you’re reacting 
rationally to the realities of  these very 
difficult and very rewarding pastimes. 

If  you have doubts about your ability 
to tackle your next project successfully, 
that it is maybe too big or too tough or 
too little to make work, then you have 
given yourself  a worthy challenge, one 
that demands the very best of  your 
ability. It’s only when you let these 
uncertainties stop you from trying, 
when you quit striving, that you fail. 

Quitting is turning the uncertainty 
that is the core and essence of  all 
drama into life’s only certainty – ag-
ing on the way to death. And that’s 
going to happen anyway, no matter 
what you do. So you’re better off  
to strive and be uncertain and strive 
anyway. When you do that, you are 
keeping the legacy of  Frank Daniel 
alive and proving that the creation of  
good stories and the living of  a good 
life are two parts of  the same drama. 
And when you do that, you just have 
to imagine or remember that incred-
ible smile of  Frank’s. You’re getting 
it, you’re understanding and using the 

lessons he spent his life learning and 
teaching. And no one - not even you - 
is more pleased about that than Frank. 

David Howard

The Velvet Revolution, Prague, November 1989

we learn to have a greater faith in our It’s asking for a risk-taker’s life. It isn’t Quitting is turning the uncertainty 
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MY 
connection 
with the 
Netherlands 
Film and Tel-

evision Academy began in September 
of  1989, firstly as professor of  film 
and from 1994 to the end of  2002 as 
head of  the scenario department. The 
subject hiding behind the title of  this 
presentation nagged at me all that time 
and yet I was unable to find the time to 
delve into it deeply. However, since my 
duties as department head ended last 
January, I have been in the lucky posi-
tion of  being able to spend some of  my 
time on a research project called: com-
paring forms in classical music and film 
dramaturgy. Or its alias for this confer-
ence: Blueprints in music and cinema.

My research subject is not new. 
Donald Richie’s beautiful book about 
Kurosawa points out the similarities 
with both the sonata form or theme 
and variations. And Hannah Kodicek 
for instance, during one of  the Arista 
Story Editing Workshops, gave a 
presentation entitled: Story structure, 
Music and Chaos. She too points out the 
similarities between the structure of  
some films and the sonata and fugue. 
Very recently an article appeared in 
Scriptwriter by Annabelle Pangborn 
called Music or dialogue, in which she 

compares the sonata form to the three-
act structure. Blueprints in Music and 
Cinema is not new either. What would 
be new would be a published book 
containing a thorough form analysis 
of  a large number of  well-known films, 
making apparent the similarities with 
forms from classical music. My first 
question in my research is whether this 
assumption is correct. Should it be cor-
rect, I will then want to know what can 
be learned from this, particularly for 
the education of  young filmmakers.

THE THREE-PART PARADIGM

We are all aware that the dynamic 
three-part paradigm forms a model in 
which a clearly defined protagonist 
either chooses for or is forced into a 
clearly defined conflict at the end of  
Act 1. Act 2 reveals the protagonist’s 
struggle with the conflict, ultimately 
leading to the crisis, in which, after 
a process of  escalation or intensifica-
tion, the protagonist is once again 
confronted with the ultimate choice 
for conflict or once again forced into 
it. In Act 3, the obligatory scene takes 
place immediately followed by reso-
lution and catharsis. This, of  course, 
takes place in a great number of  vari-
ations; we are concerned here with the 
general delineation. There are a great 
many books on how to write a sce-

nario, all of  which see this paradigm as 
the alpha and omega of  scenario writ-
ing. It is at its most compelling in the 
book The Screenplay by Syd Field. At 
the end of  the first chapter, Field states 
categorically: The paradigm works. 
It is the foundation of  a good scenario.

Luckily, in recent years, a number 
of  different books have appeared about 
the technique of  scenario writing that 
take a new look at film form. A new 
awareness seems to be being born that 
is critical of  film dramaturgy dogma 
stating, “films are naturally written in 
three parts because they consist of  a 
beginning, a middle and an end” (a 
dogma going back to the poetics of  Ar-
istotle). Have a look at the article The 
case against Aristotle by Steve Nallon 
in the January issue of  Scriptwriter.

 A type of  three-part structure 
is also the rule in music. All works of  
classical music begin in the tonic 
key, followed by a section that devi-
ates from this to finally return to the 
tonic key. This basic principle, tonic-
dominant-tonic, is the foundation of  
all classical compositions. You could 
compare it to the fields of  force in 
drama. But this basic principle does 
not dictate in any way whatsoever that 
the music must make its impact on the 
listener in three parts. The same is true 
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While a full report on the Blueprint workshop is in preparation, 
here is an excerpt from Willem Capteyn’s paper.
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of  how a film appears to the viewer. 
The underlying three dramatic parts 
do not dictate in any way 
that the form of  the film 
must be in three parts.

FORMS IN CLASSICAL 
MUSIC

(...)

One way of  distin-
guishing principles 
of  form is to look at 
whether or not a the-
matic development born 
of  contrast is present. 
This is at its most strik-
ing in the sonata form. 
In this three-part form, 
an exposition makes two 
themes audible. Then 
comes the middle sec-
tion, the development, 
in which the themes or 
parts of  themes con-
trast with or act upon 
each other. When the 
tension is finally re-
solved, it is followed by 
a recapitulation, prac-
tically identical with 
the first part and often 
concluded with a coda. 
The two themes of  the 
exposition differ in both 
nature and character. It 
is revealing for the com-
parison with films that 
the first theme was once 
called the masculine and 
the second the feminine. 
This reminds one of  the 
main plot and the sub-
plot in film dramaturgy, where the 
dynamic businesslike conflict of  the 
main plot often comes into conflict 
with the emotional development of  
the sub-plot. Just as in the sonata form, 
the two themes in the middle section 
or development are meant to conflict 
with each other. Three-part drama-
turgy moves the climax of  the tension 
to the third act. It is obvious that in 
a work for film, mirroring as it does 
real stories and conflicts, it doesn’t 

make sense to repeat the exposition. 
This plan is also seen in some fugues.

 The main thought in the so-
nata form is always the same, but of  
course there are great differences in 
the individual applications. Charles 
Rosen, the musician and musical 
theorist, called his book on the so-
nata form Sonata Forms due to the 
existence of  these differences. You 
would be correct in saying that the 
sonata form is the most dynamic of  the 
forms. The essence of  the form is the 
development, based on thematic ma-
terial, that takes place in the middle.

 But other, more contempla-
tive forms do exist. The best known 

is the theme and varia-
tions. Everyone knows 
this form; the primal 
principle is extremely 
simple; the name says it 
all. What is special here 
is that each variation is 
itself  a self-contained 
melody. Differences in at-
mosphere and mood can 
be enormous. It is also im-
portant that the number 
of  variations is not fixed.

 Originally these 
variations were primarily 
decorative, ornamental in 
nature, meaning that the 
theme kept reappearing 
with little embellishments. 
Later on, more attention 
began to be paid to col-
our and mood changes 
and to psychology. The 
distance from the tonic 
increased. These varia-
tions were called charac-
ter variations in contrast 
to the ornamental ones.

 A third, more closed 
form, is that of  the rondo. 
This form emerged from 
poetry and song to con-
quer its own independ-
ent place within musical 
forms. Its most important 
characteristic is that the 
first theme is followed by 
a second and then that it 
returns, with or without 
variations. The first theme 

is called the refrain and the new theme 
the couplet. What follows then often 
deviates. This is called the alternative 
and often appears in the opposing 
tone sort (if  the rondo is written in 
a major key, the alternative is minor 
and vice versa). In the 19th-century, 
this alternative sometimes expanded 
to become a development producing 
variations on thematic material from 
the refrain and the couplets, just as 
the middle section of  the sonata 
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form does. After the alternative, the 
refrain returns, now completely in 
the tonic. The basic principle of  the 
rondo form is then: A-B-A-C-A-B-A.

AN ANALYSIS OF  AMARCORD

I have chosen Amarcord as an 
example because it is one of  the un-
disputed masterpieces of  the second 
half  of  the last century. Everyone 
knows it and most of  us know it very 
well. Unfortunately, for the moment, 
time restrictions prevent me from giv-
ing a thorough analysis of  the film; 
please see the supplement. I’m going 
to jump somewhat abruptly to my 
conclusion, which I will support with 
a number of  significant examples.

Amarcord lends itself  excellently 
to comparison with a theme and 
variations. After several introductory 
bars (the manini), the main themes are 
revealed. Just as in the sonata form, 
these can be separated into a mascu-
line (burgeoning fascism) and a femi-
nine theme (burgeoning sexuality). 
This happens as we are introduced 
to all the characters, in the evening 
scene at the hairdressers and when the 
witch is burned on the town square.

Variation 1 begins immediately 
following. Funnily enough, this 
variation has the same design as the 
whole film. Have a look: first the 
group photograph with school and 
then per teacher and variations on 
this. The group photograph has the 
same function as the ritual around 
the stake in the main theme. And yes, 
variation 1 has the theme and varia-
tion form. See the supplement for an 
analysis of  most of  the variations.

At the end of  the film, the village 
community gathers again in the origi-
nal composition. But we are left with a 
fragmented and somewhat dismantled 
impression. The most important sym-
bol of  the feminine theme in the film, 
Gradisca, unites herself  with (or if  you 
will, submits to) a symbol with the 
masculine theme, the carabinieri officer. 
Gradisca leaves town. But time passes, 
the manini announce a new spring, the 
seasons will remain the same year in 
and year out, with or without fascism.

THE NEXT STEPS IN THE RESEARCH

The blueprint of  Amarcord is 

certainly extremely convincing. This 
will not always be the case. Just as in 
music, I expect to encounter a number 
of  hybrid forms. And sometimes the 
form of  the film will be so diffuse that 
it won’t make sense to compare it to 
an existing musical form. So be it. For 
that matter, diffuse forms, which do 
not allow themselves to be fitted into 
a principle of  form, also exist in music. 
Research into form must not become 
compulsive; the idea behind devel-
oping form awareness is to increase 
creative freedom and not to limit it.

My tentative list contains a number 
of  films by Kurosawa, including 
Rashomon and Dodeskaden. Nostalgia by 
Tarkowski will probably be a hard nut 
to crack. I want to analyse a number 
of  French films, films reputed to have 
such a loose structure. These include 
Un Dimanche à la Campagne by Tav-
ernier, which I suspect of  concealing 
a closely-knit form. I am really looking 
forward to making an in-depth analy-
sis of  the films of  Lubitsch, such as To 
Be Or Not To Be and Trouble in Paradise. 
Lubitsch gave form to his scenarios by 
already dividing them into sequences 
in the scenario phase. That was rein-
forced in the design of  the film, just as 
in Amarcord, by the use of  fade-outs.

In addition to this, I want to inves-
tigate to what extent certain sorts of  
content and certain form principles are 
connected. I will do this partially in the 
light of  the song cycle Das Marienleben 
by Paul Hindemith, after Rilke’s vol-
ume of  poetry of  the same name. I ex-
pand these thoughts in the supplement.

FINALLY

The question naturally arises as 
to what this research will mean for 
film school education and thus for 
future filmmakers. I am completely 
convinced that being aware of  more 
form principles than the three-act 
structure will broaden the outlook 
particularly of  scenario students 
when examining existing material 
and quite possibly act to spark and in-
spire the conception of  new material.

It will be obvious that this is not be-
ginners’ material. But for the interest-
ed, advanced student and the one aim-
ing for a Master’s degree, an in-depth 
consideration of  this material should 
be compulsory. It could also turn out 

that forms of  short, independent musi-
cal works will provide new points of  
attack for short-film form analysis.

There have been many enthusias-
tic reactions to my research. Most of  
my film colleagues find the subject 
self-evident and practically everyone 
believes and hopes, often lovingly, 
that results will be forthcoming. Why 
is that? I think because films deviating 
in form from the three-act structure 
have never been described as to form. 
We have no literature in this area. A 
lecture here, a talk there, an article ap-
pearing in one magazine or another, 
they remain random occurrences.

No books about the teachings of  
form in cinema exist that have earned 
a place alongside the many works 
written by Americans singing the 
praises of  the three-act structure. It is 
our omission that these books do not 
exist. It is our task to produce them. 
And it is important that they be pub-
lished in English. Because it is only 
then that a meaningful, trans-atlantic 
dialogue can take place. If  there is 
one thing the European MEDIA pro-
gramme can invest in meaningfully, 
then it is the publication of  books on 
this subject under these conditions.

But first we have to get down to 
work. My privilege is being able to 
work on this in the near future. And 
with help, the work will go faster. I 
hope that an exchange of  thoughts on 
this subject will be possible, one that 
will also continue after this confer-
ence. Should you know of  pertinent 
articles or have your own thoughts on 
this matter, should you suspect that 
this or that film is deserving of  further 
form analysis, should you disagree 
with me entirely and want to tell me 
so, please let me know. I will be glad to 
place any of  you who delight me with 
your comments on an e-mail group 
list and I promise that I will keep 
you up-to-date on my progress regu-
larly, at least once every three months.

Willem Capteyn
e-mail addresses: 
capteyn@xs4all.nl;  capteyn@nfta.ahk.nl
website: 
www.willemcapteyn.nl   
(under construction)

�
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NEW TECHNOLOGIES UPDATE

 This edition of our regular Update is bringing a new selection of useful 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
Three-chip prosumer DV camcorders are becoming de facto standard in the world of professional videographers. The newest 
addition of the € 1.500 (Panasonic) camcorder and simpler versions of high tech devices (JVC & Panasonic) are marking this 
edition of the Update.

Panasonic’s camcorder NV-GS70 is the cheapest and smallest three-chip camcorder 
in the world. It cost come € 1,500 and it’s only 500 grams “heavy”. NV-GS70 comes 
equipped with the Leica Dicomar lens, digital and analogue inputs and outputs and a 
slot for a SD card on which it can record MPEG4 movies and photographs. Because 
of the USB terminal, it can also be used as the web cam.

  

Sony has introduced the new DV camcorder DSR-PD170. Sony claims that it builds 
on the success of the PD150 (which it is going to replace) with improved audio-video 
performance, as well as a host of ergonomic and operational improvements. They 
include: bigger viewfinder that can be turned off, hybrid LCD screen, improved sound 
quality, improved CCD with 1 lux low light, and bundled extra 0.7 wide angle lens 
and extra lens hood.

JVC recently produced GR-PD1, a standard definition version of its highly acclaimed 
high definition camcorder JY-HD10. While preserving most of its features, this cam-
corder is capable of Multi-Format Recording and Playback: either in the MPEG-2 
Progressive mode (16:9/4:3, 625/50p/25p), that mode ensures “film-like” picture qual-
ity or in DV mode - Interlace (4:3, 625/50i). Camcorder is equipped with component 
(Y/Pb/Pr), Y/C, Composite, i.LINK interfaces.

Similar to JVC, Panasonic also launched a simpler and more affordable version of the 
famous AG-DVX100, the only pro-sumer 24p device. This one, AG-DVC80 preservs 
all of its professional features magnesium alloy chassis,Leica lens, manula sound 
controll, optical stabiliser, XLR inputs with +48-V Phantom Power Supply, SMPTE 
Time Code Generator/Reader, etc, but records in the standard DV format.

http://www.abcdv.com/article/articleview/127/1/53/
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OTHER CAMCORDERS & ACCESSORIES
Although DV based formats (including DVCam and DVCPro) are rapidly becoming low end professional standard, major 
manufactures are intensively working on MPEG recording format(s) based simple camcorders. They are using either solid-
state devices (memory cards) or miniature hard drives.

Panasonic’s new D-snap SV-AV100 is the first MPEG SD camcorder in the world. 
It weighs a mere 156 grams and its dimensions of 3.32 x 8.98 x 6.49 centimeters 
make it as small as a credit card. SV-AV100 operates with an SD memory card - a 
storage medium that is no bigger than a postage stamp. The included 512 MB SD 
memory card has a data-transfer-rate of 10MB/sec. on which up to 20 minutes of 
video in MPEG2 format or several hours MPEG4 video can be recorded. Thus the 
space that is usually used for a video cassette could be saved and no moving parts 
had to be integrated. It is equipped with the high-resolution 800 000 pixel CCD and 
the 10x optical zoom.

Another MPEG camcorder, ItCam produced by Samsung is one of the smallest 
consumer camcorders on the market. It records the video clips on the hard disk drive 
or the memory stick. The camera is equipped with10x optical zoom lens. Up to one 
hour of the recording is stored in MPEG4 format. It can also be used as a MP3 player, 
still camera and audio recorder.

JVC’s DR-DV5000 is a dockable Hard Disk Drive recorder. It records the DV signal 
onto a standard 2.5” compact hard disk. GY-DV5000U lets you record onto tape and 
disk simultaneously. It is could be pre-configured by the user to record in the native 
file format of most major non-linear editors including Avid Express, Final Cut Pro, 
Canopus, and Matrox. This way, the footage is instantly available without “digitizing” 
prior to editing. 

DV BASED NON LINEAR SYSTEMS

In this edition of the Update we will focus on the new editing software and hardware to support it. Most of them have “Pro” in their 
name, describing (as in the past “RT”) real-time effects editing. Although these are great products, how much real time is really 
“real time” is decided by the software itself, speed of the processor/s and the type of the effect executed. In the highly competitive 
world and the battle between Mac OS (Final Cut) and Windows XP (Premiere Pro, Edition, Canopus) platforms, Avid stays the 
only major editing software with both software versions included in the same box. 

Adobe Premiere Pro is an all-new version of the company’s popular nonlinear edit-
ing software. Offered for Windows only, the software is designed to take advantage 
of the hyperthreading built into the newest Intel chips, and uses the processor to 
eliminate much of the rendering usually required when working with video. It’s has 
a newfound ability to handle multiple timelines -- now called sequences -- and the 
ability to apply an effect to an entire sequence. You also get the three-point method 
of colour correction.

A newcomer in the famous line, Avid Xpress Pro software lets users edit DV, mix 
resolutions in the timeline, and save space using the new 15:1s offline resolution. 
Editors can access 24 video and 24 audio tracks with unlimited layers, apply 2D 
and 3D OpenGL-based effects, edit true 23.976 media, trim and edit using JKL 
keys, and customize their workspaces. New are also software “experts” such as 
AutoCorrect and NaturalMatch colour correction, DV Scene Extraction, AutoSave, 
and ExpertRender 
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Avid Mojo is the hardware extension of Avid Xpress Pro Software. Adding Mojo 
to Xpress Pro enables the capture, editing, and playback of a single stream of 1:1 
(uncompressed) standard definition video and the ability to mix & render uncompressed 
titles and graphics. It provides a full complement of real-time DV, S-Video and 
Composite I/O ports, plus optional Component video I/Os. Avid Xpress Pro has a 
scalable real-time architecture which not only provides real-time software preview 
but when used with Avid Mojo DNA delivers true real-time video out to tape over a 
FireWire connection. 

Pinnacle’s Liquid Edition is the first professional video editing system to use (in 
its “Pro” version with the dedicated AGP graphic board) the throughput of the AGP 
bus which offers up to 16 times more bandwidth than standard PCI-based solutions 
and therefore offers unequalled bandwidth for real-time effects on multiple video 
and graphic streams. Other features include advanced CX primary and secondary 
colour corrector, and Dynamic slow-motion controls. There is both analogue out to 
an NTSC/PAL video monitor and/or tape from the timeline with real-time effects. 
Liquid Edition also provides direct-from-the timeline DVD authoring. The DVD track 
appears alongside the standard audio and video tracks. XSend capability allows for 
rapid sharing of clips and projects with Pinnacle Commotion Pro, Adobe After Effects 
and Macromedia Flash MX With Liquid Edition it is possible to use networked drives 
as well as local drives for direct playback and rendering in a networked workgroup 
environment.

Canopus has launched EDIUS - its first editing software. It is multi-threaded, supports 
multiple CPUs, Intel® and AMD Athlon™ special CPU instructions and features full 
YUV color space processing. The engine operation is resolution and frame rate 
independent. It features unlimited video, audio, title and graphics tracks, audio 
waveform display, voiceover recording to timeline, unlimited undo / redo, realtime 
filters, keying, Picture-in-Picture handling and 2D / 3D transitions. Timeline editing 
capabilities include three & four-point, ripple, slip and slide editing as well as audio 
/ video split editing.
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ly knew who was boss. Harry Cohn, 
the head of  Columbia Pictures, was 
a legendary bully, who admired Mus-
solini and had his office designed to 
resemble Mussolini’s - with a long 
approach into blinding lights, and 
himself  behind a desk, raised a foot 
above the floor, ranks of  Oscars his 
studio had won behind him. He said 
he made only pictures that he wanted 
to see, and once the public stopped 
wanting to see what he liked, he’d 
quit. Not for him delegating decisions 
to demographers, pollsters and mar-
keting experts. Nobody knew what 
a demographer was in those days. 

In the sixties, when the old glove 
salesmen and carnival touts who 
built the studios began to grow old 
and retire to play golf  or try to gam-
ble away their fortunes, their grip on 
the business loosened. For a while, 
independent producers flourished. 
New companies, new writers and 
directors, burst the bonds of  stu-
dio-imposed style and discarded 
the habits of  the stage. In this fluid 
and diversified atmosphere, there 
was freedom and creativity, and a 
minimum of  bureaucratic control. 

The sixties and the seventies pro-
duced movies now looked upon as a 
Golden Age: The Godfather, One Flew 
Over the Cuckoo’s Nest, Dr. Strangelove, 
The Taxi Driver, Chinatown, Clockwork 
Orange, Annie Hall, Butch Cassidy and 
the Sundance Kid, Midnight Cowboy, 
M.A.S.H., , All the Presidents’ Men, 
Network, Bonnie & Clyde, and a cou-
ple I like, Dog Day Afternoon and Cool 
Hand Luke. Even Easy Rider, a wild 
card that symbolized the anarchis-
tic spirit of  that drug-ridden time, 
was a Columbia Studio release. 

Then, on Wall Street, it began to 
be noticed that a single blockbuster 
movie could make in a weekend what 
a substantial business made in a year. 

We had been having too much fun 

You 
w i l l 
s o o n 
be the 
H o l -

lywood of  tomorrow, and I’m here 
to give you a little taste of  the past, 
and my sense of  the future you face. 

Hollywood was once a small 
company town, where everybody 
knew everybody, and if  you dropped 
your pants at a party or punched a 
reporter or danced with a prostitute 
in the parking lot, it wasn’t on En-
tertainment Tonight-tonight. It was 
even hard to get arrested. Every 
studio had a publicity department 
which paid the Los Angeles cops 
to stay away from show business 
people. The police didn’t arrest 
movie people. They drove them 
home. It was up close, and personal.

In the thirties, screenwriters 
formed a union. Their first and only 
demand was that producers give writ-
ing credit only to writers who actu-
ally worked on the film. They were 
denounced on the floor of  Congress. 
Variety said they were Communists. 
Darryl Zanuck, the head of  Twenti-
eth-Century Fox, dictated a letter for 
all of  his contract writers to sign. It 
was on their desks when they arrived 
for work; a letter of  resignation from 
the new Writers’ Guild. With it was 
a note from Zanuck, ordering them 
to join a union Twentieth Century 
Fox was forming especially for them. 
If  anybody refused, they were fired. 

Philip Dunne, an ex-New Yorker 
writer, and one of  Fox’s major talents, 
went to Zanuck and told him nobody 
was quitting the Guild. Furthermore, 
he pointed out that if  Zanuck fired 
all the writers who were Guild 
members, he would be firing the 
front line of  his championship polo 
team. It was the start of  the Writ-
ers’ Guild. Up close and personal. 

We knew the boss. And we certain-

to notice the barbarians were inside 
the gate. The polo games, the writers’ 
table, Jack Warner’s lunch-time tennis 
matches with Errol Flynn, the cops 
as our friends, all were a thing of  the 
past. We began to see Harvard Busi-
ness School MBAs sitting in on story 
conferences. Lawyers multiplied. 

As the huge debt created by merg-
ers was added to the rising costs of  
making little but blockbusters, the 
risks of  making a film forced the 
businessmen to be risk-averse, to play 
to the least critical audience: Teen-
age boys with disposable income. 

The problem is how to keep this 
“average” moviegoer – male, 16 to 
25, high school education at best, 
doesn’t read books, gets his news 
from the eleven o’clock news if  he 
bothers at all, never heard of  Mus-
solini and thinks Korea is another 
part of  downtown LA., this couch 
potato, this pimply undereducated 
oversexed slob with the attention 
span of  a chicken...how do we keep 
him awake and interested, while stay-
ing awake and interested ourselves. 

We do manage every year to make 
a few films that satisfy both the lower 
appetite for thrills and excitement 
and at the same time provide the 
deeper satisfactions of  art and truth 
for the viewers who are equipped to 
experience it… to reach and touch 
the angel in the beast. Everything 
else is just working for wages. 

What has happened in Hollywood 
has happened to us all, because the 
focus of  international business has 
shifted from production to distribu-
tion. And further, whoever controls 
distributions shapes what is produced.

Liberal critics have raised the 
alarm over corporate censorship, 
the exclusion from theaters and 
TV of  anything except what seems 
marketable and the eliminations of  
anything that might offend somebody 

From Frank Pierson’s Commencement Address to the 2003 Graduates 
of the School of Cinema/Television, University of Southern California.

Frank Pierson is a writer/director. He is the current President of  the Academy of  Mo-
tion Picture Arts and Sciences and the former President of  the Writers Guild of  America, 
West. He directed “A Star is Born”, “Citizen Cohn”, “Conspiracy”, and “Soldier’s Girl”. 
His writing credits include “Cat Ballou”, “Cool Hand Luke” and “Dog Day Afternoon”. 
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anywhere. But the danger of  censor-
ship in America is less from business 
or the religious right or the self-right-
eous left than from self-censorship by 
artists themselves, who simply give up. 

If  we can’t see a way to get our 
story told, what is the point of  
trying? I wonder how many fine, 
inspiring ideas in every walk of  life 
are strangled in the womb of  the 
imagination because there’s no way 
past the gates of  commerce? This has 
not happened to us without warning. 

A rancorous idealist living in 
London during the Industrial Revo-
lution wrote the following: “Corpo-
rate globalization has left remaining 
no other connection between man and 
man than naked self  interest, than 
callous ‘cash payment..’ In place of  
chartered freedoms [it] has set up a sin-
gle unconscionable freedom called Free 
Trade. It has converted the physician, 
the lawyer, the Priest, the poet, the man 
of  science into its paid wage laborers. 
By the immensely facilitated means of  
communication, corporate globalization 
draws even the most barbarian nations 
into civilization. The cheap prices of  its 
commodities are the heavy artillery with 
which it batters down all Chinese walls. 
This constant change, uninterrupted 
disturbance of  all social relations, ev-
erlasting uncertainty and agitation dis-
tinguish the present from all past times.” 

I’ve cheated a little. In this “quote” 
I have substituted the phrase “Cor-
porate Globalization” for the word 
“Bourgeoisie”. The actual quotation 
is from Karl Marx, in the Communist 
Manifesto. Marx’s idea of  how to solve 
the problems he raised we now know to 
be fatally flawed, establishing as deadly 
a repressive society as the one it briefly 
replaced, and as dull and one-size-fits-
all as the one globalopoly threatens 
to smother us with now. Marx went 
on to say this: “All that is solid melts 
into thin air, all that is holy is profaned, 
and man is at last compelled to face with 
sober sense the real conditions of  life and 
his relations with his kind.” Could any 
conservative preacher state the case 
more clearly or with more passion? 

You can seize the opportunity to 
set about meeting Marx’s challenge to 
do something about it. You are now 
our future, and this is the challenge 

you face. It is a bigger challenge than 
it seems because you cannot recapture 
something you never knew. It is your 
gargantuan task to create this spirit 
out of  thin air, in the face of  resistance 
and lack of  interest, in your own style 
and out of  your own imagination. 
Something new and as yet unknown. 

To the studios the art of  film and 
TV is a by product of  their main 
business, a side effect, and like side 
effects, more likely to be a noxious 
nuisance than a benefit. I cry out to 
you to become a noxious nuisance, to 
make a personal investment of  pas-
sion. It is a moral responsibility that 
arises from the role of  movies in society. 

Movies are more than a commod-
ity. Movies are to our civilization what 
dreams and ideals are to individual 
lives: they express the mystery and 
help define the nature of  who we are 
and what we are becoming. You must 
become writers with ideas and passion, 
who write with force and conviction; 
you must become directors who have 
minds enriched by your lives and not 
a library of  stunts and special effects. 

Be critics centered in you feelings 
and ideas in the culture and society, 
not in comparing grosses and applaud-
ing computer generated ballets of  vio-
lence. Go and make a cinema and TV 
that express our history and our ideas, 
and that foster respect for a civiliza-
tion in real danger of  self-destruction. 

Be decision makers with dreams and 
hopes instead of  raw ambition. Tell sto-
ries that illuminate our times and our 
souls, that waken the sleeping angel in-
side the beast. We need this from you as 
we need clean drinking water and roads, 
green parks and libraries; it is as impor-
tant as the breath of  democratic life. 

Somehow we need to keep alive in our 
hearts the vision of  community, shared 
interests and understanding of  our neigh-
bors’ needs, the sense of  connection this 
fractionated society is losing. We need to 
recapture the spirit of  Main Street. Up 
close, and personal. That is both your 
challenge-and your opportunity. God 
speed and good luck. We count on you.

Frank Pierson

5º FESTIVAL INTERNACIONAL 
DE ESCUELAS DE  CINE
UNIVERSIDAD DEL CINE, Bue-
nos Aires

FICTION First Prize
AM SEE, Ulrike Von Ribbeck
Deutsche Film und Fernsehakad-
emie Berlin. Germany

Jury’s Special Mention
UM SOL ALARANJADO, Eduardo 
Valente, UFF – Universidade Fed-
eral Fulmínense. Brazil

DOCUMENTARY First Prize
LA CUARTA CASA, UN RETRATO 
DE ELENA GARRO, José Anto-
nio Cordero, CCC – Centro de 
Capacitación Cinematográfica. 
Mexico

Jury’s Special Mention
TELEPHONEZ A ELVIS, Sebastián 
Carreras, FUC – Universidad del 
Cine. Argentina

ANIMATION First Prize
TV CITY, Alexandra Tomei & 
Alebrto Couceiro, Hochschule 
für Film und Fernsehen “Konrad 
Wolf”. Germany

Jury’s Special Mention (ex ae-
quo)
TAURO, Matthias Denschel, 
Hochschule für Film und Fern-
sehen “Konrad Wolf”. Germany

PELOCO, Christian Fischer & 
Maud Gravereaux, Filmakademie 
Baden-Württemberg. Germany
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Nik Powell appointed Director of the 
National Film and Television School, 
Beaconsifeld, UK

Nik Powell has been appointed to 
be the new Director of  the National 
Film and Television School with effect 
from 29th September 2003. 

It was founded in 1971 and Nik 
Powell will be the fourth Director.

Nik Powell said `This is an excep-
tional opportunity for me to play a 
major direct role in the laying of  the 
foundations of  the film and television 
industries of  tomorrow. (…) We have 
the advantage of  being able to build on 
the foundations laid down over the last 
thirty plus years by Colin Young, Hen-
ning Camre and Stephen Bayly and the 
great teaching and administration staff  
led by Roger Crittenden and Jim Rodda.

There is however much work to be 
done to keep the School abreast of  
the ever changing film and television 
industries, especially with the fast de-
veloping digital technologies that are 
having such an impact on both 
industries. Nevertheless, the 
need for the development 
of  creative people is as 
fundamental today 
as it ever was. I 
am committed 
to providing 
the edu-
cation 
a n d 
train-
ing in the 
creative areas 
so that the Film 
and Television 
School can achieve its 
original remit of  deliver-
ing `the best of  the best’.”

Powell will give up produc-
ing pictures and any active role 
in his production company Scala 
Productions, although he will retain 
an executive producer credit on the pic-
tures already committed to production. 

Nik Powell is also the non-execu-
tive Chairman of  the European Film 
Academy and on the board of  the 
Northern Ireland Film and Television 
Commission. He is a member of  the 
British Screen Advisory Council and 
BAFTA, of  the American Academy 
(AMPAS) and the European Producers 

Enabling Scholarships” for 
European Film Schools

Graduates eligible for free internships

In order to enable European film 
schools to offer internships to their 
graduates, the European Film Institute 
(EIKK) has announced new grants. 

Co-financed by the Allianz Cul-
ture Foundation of  Munich, the 

grants, named “ESP Intern-
ships Type A”, are available 

to GEECT-member-
schools in order to 

finance internships 
which they pro-

cure for those 
of  their 

s t u -

d e n t s 
c h o s e n 

by the 
school as espe-

cially-promising 
young film makers.

The grants cover travel 
and living expenses for the 

chosen candidates, who will 
work as professional assistants 

to well-known film makers during a 
commercial film shoot. The duration 
of  the internships varies and depends 
on the requirements of  the film pro-
duction company, the cost of  living 
in the country where the shoot takes 
place and the degree to which the in-
tern makes himself  useful on the set.

The grants are distributed within 
the framework of  the ESP program 
of  the European Film Institute. ESP 
stands for European Subsidy Program 
for Young Film Professionals. The 
European Film Institute was founded 
by Edgar Reitz in 1996 in order to 
assist young film makers within the 
European framework to make the 
difficult step from the school envi-
ronment to the commercial industry.

European Film Institute, Gar-
tenstrasse 72, D-76135 Karlsruhe, 
Germany; Tel. 0049 721 830 6313;  
Fax 0049 721 830 6314; E-mail 
eikk-esp@web.de / www.eikk.de

CILECT was organized to promote informal 
networking, which frequently leads to teach-
ers being invited to be guest lecturers at other 

CILECT schools.
Corresponding member Alan 

Rosenthal of  the Hebrew University 
reports that a significant portion of  
2003 was spent in Asia. In July and 
August of  this year Alan gave week 
long workshops in script writing 
and documentary at Griffith 
University, Brisbane, AFTRS 
Sydney, and AFTRS Mel-
bourne. In September, 
he was in Singapore 
to give similar 
professional 
workshops 
to the 
S i n -
ga-

p o r e 
M e d i a 

D e v e l -
o p m e n t 

A s s o c i a t i o n .

He also com-
pleted a new edition 

of  his book “New Chal-
lenges in Documentary” 

which is due out in February, 
and began production on a new 

documentary “Stalin’s Last Crime.

His most recent film “Adolph 
Eichmann: The Secret Memoirs, 
a feature-length documentary has 
been shown at the Jerusalem, Sin-
gapore, and Taipei Film festivals, 
as well as throughout Europe.
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