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The National Film and Tel-
evision Institute (NAFTI) 
which was established in 

1978 by the Ghana government as a 
public Institution of  Higher Education, 
celebrates its 25th anniversary this year. 

The Institute, upon receiving 
technical assistance from the Frie-
drich Ebert Foundation when it was 
established, set out to train young 
men and women in the effective use 
of  the medium of  film and television 
to promote national development. 
It also had as its aim the continued 
orientation of  its students in order to 
meet the ever-changing need in the 
effective communication for human 
development in the African society.

The training programme is de-
signed to provide the student with 
the right conditions and facilities 
within his own environment so that 
his orientation is not disturbed by al-
ien cultures and values. The student 
is encouraged to develop his creative 
talents to be able to produce materials, 
which reflect the spiritual and intellec-
tual aspiration of  the African society.

In line with the need to use the me-

It is the permanent venue for the 
biennial African Students Film and 
Television Festival (ANIWA), which 
organizes workshops, seminars and 
screenings for the various training 
centres in sub-Sahara Africa. The 
main objective for the institution of  
ANIWA is to lay solid foundation 
for the production and promotion 
of  films and television programmes 
as tools for the social development 
of  African societies and an expres-
sion of  their cultural identities.

The booming Video Film Industry 
could not have been realized today but 
for the pioneering role NAFTI played 
when about 20 years ago it introduced 
into Ghana the technique for the pro-
duction of  video feature films as an al-
ternative to celluloid film production.

2004 is a landmark year when we 
in NAFTI celebrate our 25th anni-
versary, looking back with pride and 
looking forward to new challenges.

dium of  film and television to promote 
socio-cultural development on the 
African continent, NAFTI has been 
successful in training students from 
several African countries including: 
Burundi, Cameroon, Ethiopia, Niger-
ia, Uganda, Zambia and Zimbabwe. 

On the local front, the Institute has 
for decades been the human resource 
base of  the Ghanaian film and televi-
sion industry. Thus far, it has trained 
two-hundred and forty-two students 
in the various fields of  film and televi-
sion production such as: Film Direct-
ing, Television Production, Motion 
Picture Photography, Animation, Art 
Direction and Editing. The Institute, 
which is now affiliated to the Uni-
versity of  Ghana, switched from its 
conventional Diploma to the Degree 

Programmes in Bachelor of  Fine Arts 
(BFA) in October 1999. In this regard, 
NAFTI has 87 students currently 
pursuing the Degree Programmes.

Film and Television Training in Ghana  

NAFTI 25 Years
NAFTI, the National Film and Television Institute of Ghana, is celebrating its 25th anniversary in 
2004. NAFTI Director, Martin Loh,  invited the CILECT Executive to take part in the celebration 
and attend the graduation of NAFTI students.

Graduation Ceremony, University of  Ghana 

Martin Loh, NAFTI Director 
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Imaginative and ambitious projects 
have been launched, through the in-
genuity and foresight of  the current 
management, to mark the occasion.

 The projects include the updating 
of  the NAFTI Library facilities, setting 
up of  digital editing workstations and 
sound dubbing/design facilities, and 
establishment of  the African Cinema 
Research and Documentation Centre.

The new NAFTI Library now 
houses the largest book stock and film 
and television materials in Africa. It 
subscribes to sixteen professional seri-
als (periodicals, journals, magazines). 
The Library’s collections also cover 

other branches of  the arts, related to 
film and television studies and training.

The African Cinema Research and 
Documentation Centre, was estab-
lished to safeguard Africa’s documen-
tary heritage and to work towards a 
language of  film and television which 
can contribute to notions of  socio-
cultural development by researching 
into, and documenting indigenous 
African story telling for the screen.

The establishment of  this Cen-
tre has become a priority area of  
NAFTI’s current development as 

it is exceedingly obvious that al-
though films from Africa have made 
a mark in the international sphere, 
we are yet to find a one stop-point 
in Africa where there are a collec-
tion of  African films/videos, papers 
and books for research purposes. 

The African Cinema Research 
and Documentation Centre aims to:

1. be an information hub for 
research and studies into African 
cinema/culture;

2. encourage in-depth studies 
into African cinema and to portray 
Africa from an African rather than 
an European (Western) perspective;

3. construct and promote an al-
ternative popular cinema, one that is 
more in harmony with the realities, the 
experiences, the priorities and desires 
of  the societies which it addresses;

4. use cinema to critically en-
gage, celebrate and interrogate Af-
rican cultural beliefs and traditions;

5. debate the relevance and in-
deed agency of  an understanding 
of  African cinema/culture/history 
for the questions of  the present day;

6. foster links with other depart-
ments and institutions, by means 

of  research seminars, collaborative 
projects, academic exchanges. etc..

The Centre has outstanding resource 
facilities. The Library’s eight hundred 
and eighty six  volumes consisting of  
three hundred and sixty titles of  books 
and fifty five volumes of  periodical 
holdings, makes it the largest exclusive 
location in Africa for African cinema 
studies. Other materials relevant to the 
Centre’s academic interests such as Af-
rican culture, history, literature, music 
and folklore are also contained in the Li-
brary. The Library also holds an exten-
sive collection of  videotapes and DVDs. 
These may be viewed in the video view-

ing facilities provided in the Library.

Each of  the three research staff  
offices located in the building ise-
quipped with a personal computer and 
a printer to facilitate research work. 
The Centre’s production unit has a 
digital editing and sound workstations, 
digital movie camera and CD writers.

One of  the many strengths of  the 
Centre is that it will positively encour-
age the mix of  academic and profes-
sional users, and such interaction is 
what we in NAFTI believe will give 
the Centre its vibrancy. The levels of  
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study to be undertaken at the Cen-
tre will span across undergraduate 
and postgraduate programmes. The 
Centre will prove useful to students, 
scholars and anyone interested in the 
development of  African cinema stud-
ies and/or African affairs and culture.

Since the National Film and Televi-
sion Institute (NAFTI) is, until recent-
ly, the only film and television training 
institute in sub-Saharan Africa, we 
believe that the establishment of  this 
Centre will further boost NAFTI’s 
status and thereby promote NAFTI’s 
philosophy of  `using cinema as a tool 
for development and a means of  safe-
guarding African culture and heritage’. 

We also hope that NAFTI will play 
an important role in the development 
of  Ghana’s and Africa’s rich culture, 
film and television being important 
contributors to our culture, with a 
practical contribution from the Cen-
tre for cine-cultural policy research. 

We anticipate that the establish-
ment of  the Centre will stimulate 
researchers into conducting research 
into relevant issues such as infrastruc-
ture, funding, production and distribu-
tion, which confront cinema in Africa. 
These research works will prepare the 
ground and serve as a guide for deci-
sion and policy-making in this sector.

NAFTI
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NEW TECHNOLOGIES UPDATE    SPECIAL EDITION!
We are teaching in the schools – this means that we are dealing with the future. Because of that, in this edition of the Update 
I am not going to present any of the new cameras, editing systems or other existing AV devices. Instead of that, lets sneak a 
quick look into the future technology the way famous Japanese company NEC sees it! I am sure that the following pieces of 
the Resonantware will inspire you to see the future in a slightly different way. NEC designers have created these design 
possibilities with a simple paradigms in mind: the world where humans and machines resonate with one another.

Nenad Puhovski
nenad.puhovski@zg.hinet.hr

Chair Standing Committee for New Technologies

TAG: Soft-shell mobile phone. “tag” is a new, 
malleable, casual commu ni cator. It is not only 
soft but also fl exible. It can, for example, be 
hung from a belt or wrapped around the user’s 
arm. Shape-memorizing mate rial and multiple 
pressure sen sors allow the phone to change 
its shape ac cording to the mode. The user 
can also alternate the mode by changing the 
shape.

F L A C O N :  V i r t u a l  s t o r a g e  b o t t l e .
We already have the means to store a massive 
amount of images in our various devices, so 
many that we cannot possibly see them all in 
a lifetime. “fl acon” offers the ways to casually 
enjoy such a volume of visuals. The images 
emerge on an inorganic electro - luminescent 
display. Among them, images se lected accord-
ing to anniversaries and the user’s emotions 
are projec ted outward through a projector.

G U M I :  U b i q u i t o u s  m e d i a  c h i p .
In this service proposal, RFID chips hold the 
usage rights to images and music available 
on the network. The chips are covered in a 
gummy cap sule, and are edible after use. 
When the play unit is connected to the con-
tainer, the basic unit, it can be used as an 
audio player. By setting it in the cradle con-
nected to the display through wireless LAN, 
users can also enjoy visual contents. Blank 
chips on which users can al locate data will 
also be available.
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WACCA: Visual Memory in a Bracelet. Just like our memories come alive when we 
take our favorite objects in our hands, visual memories and their tools should be 
more closely related. They will be worn like accessories rather than highly functional 
tools. Loo king into the landscape through an opening, this bracelet will cap ture vi-
sual images in the angles adapting to the distance from the viewers’ faces through 
distance sensors installed in the device. furthermore, users can browse through the 
visual images on its viewer and also display them just like a picture frame.

P-ISM : A Pen-style Personal Networking 
Gadget Package. It represents the connec-
tion between the latest technology and the 
human, in a form of a pen. P-ISM is a gadget 
package including fi ve functions: a pen-style 
cellular phone with a handwriting data input 
function, virtual keyboard, a very small pro-
jector, camera scanner, and personal ID key 
with cashless pass function. The whole set 
is also connected to the Internet thro ugh the 
cellular phone function.

NAVE: 360-Degree Visual Com munication 
Device - Why can’t we act naturally in front of 
video-phone cameras? Conventional visual 
communications at a distance have been 
limited due to the display de vices and termi-
nals. This terminal enables showing of the 
surroun ding atmosphere and group-to-group 
communication with a round display and a 
central super-wide-angle camera.

DUO-PC: A mobile PC with dual displays. 
Using short range wireless connection and 
COG technology, a laptop PC will have more 
fl exibility just like paper. This mobile PC has 
a multiple-layer hinge structure that allows 
users to open it as one large display on the 
desk and to use it as a tablet PC and a book 
browser for mobile use. It adapts to users’ 
environments and situations.

DUO-PHONE: A cellular phone with dual dis-
plays. “duo-phone” is installed with a detach-
able display, which enables users to enjoy a 
vi deophone in a more natural man ner, and 
a photo sensor adapting the next-generation 
barcode. It can be also used as a “duo-pc” 
mouse and remote control.
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CONGRESS AND GENERAL ASSEMBLY 2004                 CHANGES TO STATUTES AND RULES 

The Executive Council will propose following changes 
to the Statutes and Rules at the next General 
Assembly, Helsinki, May 2004.  

Composition of the Executive Council

The Executive Council is currently composed of a President, four Vice-Presidents and up to 
four Committee Chairs (previously known as Project Chairs). 

The notion of Project (Committee) Chairs was introduced at the General Assembly, Blois, 
fourteen years ago. Committee Chairs are elected by the membership to carry out specifi c projects, 
rather than to represent the membership in the Executive Council.

When the current statutes were written, it was the intention to provide for a broader and more 
representative Executive Council by including the Committee Chairs. In all the years since then, 
the attention of the Committee Chairs has been consistently and properly focused on their projects, 
rather than on the “business” of the association. 

A number of Committee Chairs have pointed out that attendance at Executive Council meet-
ings is diffi cult, and that they would rather be free to concentrate on their projects.

Therefore, the Executive Council proposes statute changes that would:

a) allow the Committee Chairs to concentrate their energy and time on the development of 
their projects.
b) reinforce the regional representation of the CILECT membership inside the Council. 
The Executive is of the opinion that the geographical diversity of CILECT should be better 

refl ected in the composition of the Executive.
The Executive Council proposes that the chairs of CILECT’s fi ve regional associations: Africa 

(CARA), Asia-Pacifi c (CAPA), Europe (GEECT), Latin America (FEISAL/ CIBA), North America 
(UFVA) – who are ex-offi cio members of the Executive – should participate in at least one meeting 
of the Executive per year. In order to ensure that all chairs can participate in the statutory meet-
ings, the costs incurred by travelling to one meeting per year of the Executive will be covered by 
CILECT.

Under the proposal, the Committee Chairs would be relieved from the burden of attending 
to the business of CILECT and allowed to concentrate fully on what they volunteered to do: their 
project.

The Executive Council
-
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Dear Colleagues, 
I read carefully the proposal for the changes in the Statues and Rules of our organization. I understand that 
the major change is the fact that Project chairs as the members of the Executive are replaced by the “chairs 
of CILECT’s fi ve regional associations”. While I understand the logic behind this proposal, I have a slightly 
different view. Here it is: 

1.    CILECT is an association of its members. Members of our association are schools, not countries or regions. 
Only schools pay the fee and are voted to become members. 

2.   Our members have different interests. One could divide them in ones that are issue based (Projects) and 
ones where the members share interests and problems in the region in which they operate. 

3.   Both of these interests have to be presented in the work of the Organization and, consequently, in the 
Executive. Putting more emphasis on either projects or regions could (at least in my mind) misbalance 
the work of the organization. 

4.   The basic effi ciency of the organization lays in the synergy between the Executive and the members 
– with the Executive bearing the major responsibility for the work of the organization between the con-
gresses. 

5.   While it is rather clear what are the responsibilities of the VPs for Publishing and Finance, the job de-
scriptions for the other two were always, and in a way still are, somewhat vague. 

6.   It is also rather well known fact that Executive meetings with 10 or more people present are not really 
effi cient by the nature of the democratic procedure that takes a lot of time. 

7.   There is also another important, although maybe formal issue – until now, all of the members of the 
Executive were voted by the whole membership, which is the core element of a democratic organization. 
If in the future fi ve chairs of the regional associations would become voting members of the Executive 
(and the new paragraph 4.8.1 seems to confi rm this), it would mean that 50% of the highest governing 
body of our organization was not voted by direct majority of the members. 

8.   This becomes even more complicated because of the huge imbalance in the number of members in dif-
ferent regional associations. 

9.   In fact, this could be seen as an introduction of a two-house system in the Executive with one house 
elected directly and the other on the regional basis. Although this could have its advantages, this is an 
important step which is, I am afraid, not well explained to all of the members. 

10.  Consequently, my proposal is the following:
 a.   The Executive should be composed of the President and four Vice-Presidents. This would mean 

that only fi ve people should be voting members and be responsible for governing of the organiza-
tion between congresses. 

 b.   In the Executive, VP for Programme Development should be in charge of the issues in which our 
members are interested (Projects, Conferences, Congresses, Festivals) and VP for Regional Liaison 
should deal with regional organizations. 

 c.   Chairs of the Projects and Regional associations should be invited once in the biennium to report 
to the Executive about their work. 

 d.   Because of the importance of the issue, I would suggest a small Standing Committee to be formed 
to take over the responsibilities of the “late” TDC. Its work should be facilitated by the VP re-
sponsible for regional associations. 

That’s it. Surely not perfect but simple and (at least in my mind) balanced. 
Best 
Nenad Puhovski 

CONGRESS AND GENERAL ASSEMBLY 2004                 CHANGES TO STATUTES AND RULES 

Nenad Puhovski, ADU, Zagreb has put forward the 
following proposal for changes to the Statutes and Rules.
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and commercial television merely 
completed the destruction of  the old 
communication system in the former 
eastern european countries. We got 
rid of  the communication blockade 
without a battle, and changed it 
into an information slavery. (...) 

I am afraid that blaming our 
governments, which are unable to 
support our originality and crea-
tivity with proper legislation or 
grants, or accusing film students 
of  wanting to become another Luc 
Bessons, David Lynches or Quen-

tin Tarantinos, only blinds us to the 
significant changes that rolled over 
the world in the last thirty years, and 
changed its cultural co-ordinates.

CULTURAL AND POLITICAL 
BREAKPOINT 

As early as the late sixties, there 
was a cultural and political break-
point in Western Europe. A shaken 
European film culture abandoned 
its previous position in the face of  
a massive attack by the big Holly-
wood production companies. Their 
well-tested strategy, based on tech-
nically perfect spectacle and a new 
type of  victorious heroic archetype, 
brought unexpected results in the 
seventies. Consistent marketing, 
including “block booking,” the 
selling of  Hollywood products in 
collections of  films, systematically 
shattered the European film market 
and achieved a very high audience 
penetration in several countries. 

We must acknowledge that this 
high proportion of  Hollywood 
product on our screens has sys-
tematically shifted the standard 
of  taste of  the audience over the 
years. We might say that ultimately, 

it has created its own audience. 

And young people? They can-
not know the difference between 
this kind of  film making and any-
thing else, as we could in years 
past. David Fincher is much more 
a hero for them than Federico Fel-
lini. Those who produce the most 
moving images conquer the world.

If  we speak about film art and 
commercial production today, the 
term “art film” is automatically 
associated with European films, 
and similarly, “commercial produc-

tion” is thought of  simply as 
American.  All of  this without 
any thought about genre differ-
ences, without any attention to 
creative resourcefulness. The 
European point of  view was set 

against the Hollywood primarily 
because during the development of  
the cinema they were located on 
opposite sides of  the barricade.

Film in much of  Europe was re-
garded as art.  It had a deep cultural 
influence, connected with the idea 
of  progress and the development of  
culture on the personal as well on 
the level of  universal civilisation. 

In America, movies began as com-
merce, which meant mainly enter-
tainment, and embraced universality 
in order to appeal to the largest audi-
ence. The American entertainment 
industry dominates the economic as 
well as the spiritual face of  America. 
It is obvious why there is such a great 
effort to expand it, but why is it so 
easily accepted in different cultures?

We need to realise that the in-
evitably victorious protagonist of  a 
typical American three-act-structure 
film script never experiences any 
negative consequences, thanks to 
the sophisticated dramatic structure. 
Even if  he takes the wrong social 
or political path, when he decides 
to take the right path, he is given a 
second chance and is forgiven. The 
hero’s redemption occurs without 

It
seems to me that fre-
quently, when we eval-
uate our students, we 
forget context, about 

general developments and trends 
in the audio-visual environment. 
By this, I mean the environment in 
which the emerging generation of  
young filmmakers is educated. I am 
not merely speaking about progress 
in digital techniques and e-cinema, 
nor about the changes of  aesthetic 
criteria of  the moving images, which 
have already been discussed many 
times. As a professional in script-
writing and script-editing, I can 
see more changes nowadays, and I 
think we need to speak about them.

I have been teaching since the 
fall of  the Berlin Wall and I have 
observed a number of  changes in 
our audio-visual environment over the 
past fourteen years. The forced cul-
tural isolation and closed system of  the 
former eastern countries was slowly 
disrupted, and we were unprepared for 
unexpected and spontaneous changes. 

The period before the “Velvet 
Revolution” became historic in a sin-
gle night. Audiences, who previously 
seached for some “truth of  life” in 
dramatic films, became fed-up with 
politics, and sought new social purpose 
for the cinema. As the moment for 
change arrived, new media structures 
appeared on the scene, and our audi-
ences were eager to reap the fruit that 
had been forbidden for all the years. 
They entered the cloud-cuckoo land 
of  Basic Instincts, and Fatal Attraction, 
Lethal Weapon, and Terminator, which 
soon unreeled on our movie screens. 

Hollywood eliminated all other 
films, because the newly revealed 
free-market mechanism offered an 
excellent opportunity to establish the 
monopoly of  American distribution. 
But in spite of  our anger, these films 
were embraced by the widest audience.

Video stores, satellites, the inter-
net, and the entire network of  cable 

HOLLYVOODOO 
The Challenge to Commerce – Art or Industry

Prof. Zuzana Gindl-Tatárová, Ph.D., VŠMU, Bratislava

We got rid of  the communication blockade 
without a battle, and changed it into an in-
formation slavery.
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such vivid heroes. They are not as 

unpretentious and comprehensible 
as the protagonists of  the American 
mainstream cinema. They do not even 
copy the universally successful model 
of  fairy tale heroes, who get a princess 
and half  of  the kingdom because of  
their positive virtues. They are not as 
brave, modest and steady as heroes 
in literature. Their human wisdom 
earns redemption only with great 
difficulty. European films often offer 
deep psychological introspection into 
the problematic souls of  their protago-
nists, who usually messed themselves 
up by a terrible past indiscretion, 
or simply just by failure. They can-
not compete in the juggling contest 
with the basic myths of  mankind.

We can reject the commercial 
products and label them as industrial 
commodities, nice but not artistic. We 
can denounce their use of  well-tried 
formulas as a commercial humbug 
that distracts the audience’s attention 
from any vision of  the real world. But 
life does not stop, whether we like it or 
not. Instead, we should rather answer 
the question of  why the perception 
and taste of  the audience is in decline. 

WHAT IS IT THAT MOST JEOPARD-
ISES THE CREATIVITY CINEMA 
NOWADAYS?

Is it scriptwriting based on prefabri-
cated rules, computer-like perfection, 
and professional ability in service 
of  a common lie, or it the need for 
this lie to be the basic impulse of  
film sensibility? Is it the a matter 
of  commerce, and the expansion 
American distribution,  or is it 
a shift in the perception of  the 
world, and of  film as its asymptote?

We need to realise that the very 
end of  the sixties represented the 
last tremor of  the radical revolt, 
which was based on the belief  that the 
configuration of  world power could 
be changed directly. But the world 
started to globalise in a different way, 
thanks to the appearance of  new mass 
media and information systems. The 
appealing cultural uniformity does 
not reflect the problems of  the turn 
of  the millennium. It represses our 
natural need of  self-reflection. and 
it ties the hands of  artists who try 
to articulate it. Man, as the creator 
of  common values, loses his central 

position. The so-called “truth of  life” 
is not interesting in itself  any longer; 
it is only acceptable in the context 
of  other possibilities. The good old 
Modernist principle - the imperative 
of  progress and enhancement of  old 
forms – vanishes. High culture and 
mass cultures are re-contextualized. 
The old hierarchy collapses, and the 
entire cultural paradigm is completely 
changed. We are suddenly transported 
from Modernism to Postmodernism. 
This is why film storytelling, which  
is inseparably connected with Mod-
ernism,  searches for a new idiom.

The utilitarian character of  mass 
culture, initially rejected as com-
mercial, systematically loses its pe-
jorative meaning and becomes the 
starting point for a new vision of  the 
world. The audience is not interested 
in “what” the author wanted to say 
any more. The most important thing is 
“how” he said it. Meanings discharge 
themselves, and many authors become 
resigned to the statement that if  the 
power of  art cannot change man, 
at least come and play together!

The form of  art becomes its con-
tent; the age of  meta-narrative infla-
tion comes into being. The spread 
of  media throughout the world 
seems to offer equality to the au-
thor and the audience and prepares 
an obscure transition from a well-
defined system to a free play – to a 
kind of   infantilisation of  the world.

Moreover, in recent decades, the 

aesthetic of  film has been predisposed 
to surrender to the pressure of  televi-
sion. It seems as though direct nar-
rative has been abandoned, because 
it is so very hard to keep it linked to 
reality.. It prefers to assault the audi-
ence by adopting the formal aspects 
of  the television advertisement : it 
is showy, keen and seductive, and it 
holds the audience like a puppet on a 
string woven from unusual events and 
relationships . If  there is a psychiatrist, 
he has at least to be a cannibal, before 
you can expect an Academy Award.

The aesthetic of sublime advertising, 
the need to shock people into buying 
your goods by any means necessary, 
replaces the art of  storytelling. The 
author does not need a sophisticated 
subject in order to tell a story. The only 
really important thing is how it looks. 
Characters and their problems become 
two-dimensional simplifications. like 
those in comic books. Story lines and 
motivations are kept permanently at 
basement level, and at best rise only to 
the ground-level of  the television-like 
story. The specifics of  cinematography 
and film language are defeated by the 
hectic editing of  short shots. We wait 
for something, but nothing special ever 
comes. The audience is permanently 
kept in state of  unresolved tension 
as the dramatic situation is changed 
every two minutes like the TV news re-
ports. Everything runs too quickly, and 
there is no time to think about what 
is happening on the screen. It looks 
as though the cinematic structure was 
spontaneously adapted to the structure 
of  TV programs, moreover, adapted to 
the taste of  domesticated TV spectator.

AN ESCAPE FROM REALITY

It looks like an attractive new reli-
gion – like an escape from reality in 
this era of  common disillusionment 
from technical and ideological op-
timism. The world has changed. Its 
stability and fragile balance has been 
perturbed, and in this unbalanced re-
ligious field, full of  visions about the 

destruction of  our planet, this kind 
of  life model can function as an at-
tractive alternative, passively adopt-
ed by other cultures as a cheap and 
quick “consolation in ontology”.

On the one hand, the com-
munication revolution brings the 
democratisation of  culture, and 

on the other, an irreversible cul-
tural liberalism tending toward the 
levelling of  culture, on the other. 

Film production in Europe has be-
gun to be controlled by the same laws 
as any other industrial enterprise. At 
this very moment, we are standing at 
a complicated cultural crossroads, but 
I am afraid that we cannot eliminate 
commerce from the cultural sphere. 
The answer lies in the search for 
ways of  changing the products of  mass 
media into tools for spreading cultural 
values. Perhaps it is necessary to learn 

Perhaps it is necessary to learn from 
commercial products how to awaken 
the interest of  the audience without los-
ing our own cultural values.
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from commercial products how to 
awaken the interest of  the audience 
without losing our own cultural values.

 SCRIPTWRITING TEACHER

As a scriptwriting teacher, I de-
cided to study the dramatic theory and 
formal structures of  the mainstream 
commercial Hollywood products, and 
then offer the results of  my analyses 
to our students. I decided to give them 
some instructions, in the hope that 
they will be able to find their own way 
to escape their “Post-modern” situa-
tion. We cannot change their personal 
software, we can only offer them some 
context and craft skills, and encourage 
them to observe all the interesting 
and outstanding details around them. 
We can teach them to depict what 
they really want to tell, and convince 
them that their attitudes and opin-
ions are not a personal luxury, but a 
duty towards the eventual audience.

We can recognise some emerging 
tendencies in cinematic forms mixing 
attributes of  art film and commercial 
film. Some film makers are able to 
elevate various of  the commercial 
elements of   movie storytelling to a 
higher, more complex, and more inter-
esting level. Audiences and film critics 
appreciate those mainstream films that 
can offer to the spectator –in spite of  
their popular form— active partici-
pation in their content by means of  
messages hidden in the images code. 
They demonstrate that with courage 
and good will, and some talent and 
invention, we too can look for a way 
to shoot films about something more. 
They offer a way that can lead us 
from mass culture to higher level of  
artistic expression, to the really pro-
ductive fusion of  commercial and art.

These are strange media times, 
when we recognise reality much 
more easily through its industrially 
produced media image than from our 
own experience; when the TV modera-
tors, super-models, politicians, chefs, 
gardeners and media stars of  all kinds 
teach us how to see the world. The 
question-mark suspended between 
European cultural tradition and the 
American definition of  audio-visual 
culture loses its meaning. Neither 
cinematographic attitude has ever 
influenced the other as much as 
nowadays; we can speak about this 

as something like “global writing.” 

It is difficult to recognise the precise 
border between commerce and the so 
called higher art in film because many 
commercially oriented films are crea-
tive in such aspects as repeated and se-
rial aesthetics.  And of  course, drama-
turgy is always manipulative, in order 
to attract and hold the audience. What 
is important is the purpose– to get the 
viewers attention for the content and 
substance of  the film, or just to sell 
simple entertainment as a product .

There is no instruction book or user’s 
manual to help us. The battle goes on, 
and important is that moment of  syn-
thesis, when invisible changes occur in 
the elements of  story-telling structure.

The circle is not yet closed. Its space 
is opened for new variations. Despite 
everything,  there is a hopeful Hegelian 
spiral sparkling in the background of  
contemporary developments, e.g. 
Milos Forman: three-act-structure of  
One Flew over the Cuckoo´s Nest; Quentin 
Tarantino:  sophisticated structure of  
Pulp Fiction; Luc Besson: three-act-
structure of  Leon; Stephen Daldry: 
sophisticated structure of  The Hours.
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When it was announced that Frank 
Daniel was leaving Columbia 
University, the students from 
the first year (graduate pro-

gramme) asked to spend an afternoon with him. 

They had all had two semesters of  script-
writing in which they first wrote about ten 
different types of  assigned scenes, developed 
six to eight outlines of  short scripts and wrote 
one of  them into a 20-30 minute script. In the 
next semester they developed a 30-40 page 
treatment of  an original feature script. At the. 
same time, they attended the script analysis 
class (2 semesters), acting/directing class and 
the directing workshop, where they shot and 
edited several types of  scenes and a shor t 
story on video. They knew that they would not 
have Frank as their teacher in the second year’s 
scriptwriting III and IV, and, therefore wanted to 
hear at least a brief  -summary of  the method 
and approach that he was using in his classes.

The Informal, improvised talk was taped 
and the following pages are edited transcript.

Columbia University, School of  the Arts, 
Film Division, 5th May 1986

“First I would like to talk about 
the way we designed the programme 
here at this school and that will 
give you some understanding of  
why we did it the way we did.

DRAMATURGY

Scriptwriting like directing, can 
be divided into two basic parts. One 
is the actual writing and the other 
is what’s usually called dramaturgy. 

I had an interesting experience re-
cently at the Sundance Film Institute 
where the seven selected filmmakers 
arrived for conferences with our seven 
script advisers. In about forty minutes 
the seven wizards, Waldo Salt; Frank 
Pierson, Tom Rickman, etc.., made an 
assessment of  what each of  the seven 

scripts needed. And there was no real 
disagreement. Everyone knew what 
was wrong and what needed to be 
done. In just forty minutes all seven 
scripts were x-rayed and examined. 
Then the filmmakers met with each 
adviser separately and during those 
meetings there were about one hun-
dred and fifty suggestions on how to 
solve the problems, from each of  the 
advisers were totally different from the 
suggestions of  the others. That’s why 
there is always one adviser assigned 
to help the writer sort out which sug-
gestions best fit his intention, and 
this adviser stays with him for the six 
months before he comes and begins 
working on the project at Sundance, 
examining and shooting the scenes. So 
that for me was a vivid demonstration 
of  those two parts of  scriptwriting. 

One part is the dramaturgy, which 
is practically a scientifically defined 
line. It’s not difficult to find out what’s 
wrong with a script and to see how 
the story is built and what its needs 
are and which points need to be 
stressed. That’s the cerebral part of  
writing. Writing itself  is for artists to 
do, and there are no rules, there are 
no ready made recipes that you can 
apply. That’s why in our programme 
there are the writing classes and the 
analysis classes. In the analysis we 
deal with the dramaturgy, the scientific 
part, the theoretical, the cerebral, the 
rational inquiry. You’ve all had two 
semesters of  the script analysis so to-
day we won’t talk about structure acts, 
sequences, sub-plots, genres, style, etc. 

What I would like to stress is that 
there is a difference between creative 
thinking and analytical thinking. For 
a creative person analysing may oc-
casionally be a little dangerous. If  you 
start using critical thinking too early, 
you can get into a situation like one of  
the second year students was for almost 

a whole year. He has read and studied 
theatre, dramaturgy and theory, and 
he’s a wonderful critic. But this criti-
cal thinking was fighting his creative 
thinking. His standards and the things 
he thought he could achieve were 
constantly in conflict. Nevertheless, I 
hoped that by the end of  the semester 
he would have a finished script, and 
he did. He overcame the hyper criti-
cal and self  critical thinking, and put 
together a complete first draft, some-
thing that in no time can be polished 
into a good, if  not very good, piece of  
writing. So that’s one thing to realize. 

Analyzing films, reading scripts, try-
ing to figure out what makes the story 
move, makes the scene work, that’s 
a necessity. Critical thinking means 
that you apply certain standards and 
moral judgements and that’s a little 
bit different kind of  mental activity. 

Unfortunately our education stress-
es only the critical thinking. We are 
always learning how to-do things 
right. We know that one and one are 
two, out in creative thinking, it can be 
eleven. It. Can be couple. You have 
to look at things from different sides 
and angles, and free your mind, try 
things that nobody has tried before.

PERFORMING

The way scriptwriting is taught 
here, in groups and by reading aloud in 
class, is something that didn’t happen 
by accident. It would be much easier if  
you typed your pages and handed them 
in. Then the class would read them 
and make remarks. But that wouldn’t 
have the other effect that is necessary. 

The fact that you are sitting in the 
group and listening to different ap-
proaches means that you are constantly 
keeping your mind working. It begins 
in the first few classes when the as-

AN INFORMAL TALK WITH FRANK DANIEL
Part I

Further to the contibutions to script guru Frank Daniel published in the Newsletter, 
November 2003, here is a rather unique piece by Frank himself, which was orignally 

printed in the CILECT Newsletter, June 1989. 
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signed scenes are read in the class and 
you see how many solutions there can 
be for the same problem. And when 
you concentrate and follow what your 
colleagues are reading, you are actu-
ally working, because you have to im-
agine things, you have to see the scenes 
appear before your inner eyes. That’s 
an important part of  the development 
of  the art of  scriptwriter’s technique. 

Besides, reading in class has an-
other very significant purpose: it helps 
you to free yourself  of  your inhibi-
tions, fears, and anxieties. You have 
to perform in front of  your colleagues. 
That’s also why the acting/directing 
class is added. It’s not to make actors 
of  you, and it’s not just so you see what 
an actor can do for you. Of  course the 
class is to let you hear how dialogue 
sounds when it is spoken, what can 
be left out, what can be expressed 
in another manner without words, 
but that’s just one part of  the class. 

The other part is that at the begin-
ning of  the acting/directing class you 
have to make fools of  yourselves. You 
have to stand up in front of  everybody 
and act. I know that Brad Dourif ’s class 
is not a truly pleasurable experience, 
but it helps you to develop step by step 
into professionals. You will always end 
up with something that’s being shown, 
and you have to take responsibility 
for it. The sooner you start realizing 
it the better, because then you start 
eliminating your inhibitions and fears. 

Writing is a very scary, very lonely, 
and very difficult job. When you have 
the task of  writing one hundred and 
twenty pages; when you look at the 
pile of  blank paper, you don’t believe 
you’ll ever be capable of  covering 
those pages with scenes, dialogue, 
descriptions, and all that. But you’ll 
find that it’s not that much. Actually 
it’s very little. In fact you will feel that 
you’ll eventually need at least fifty 
pages more for all the ideas that you’ll 
have when the story begins to grow.

DIRECTING

So that’s the reason you take the 
acting class. Scriptwriting, if  it were 
taught only in the writing classes, 
would just be writing, but it’s more: 
It’s filmmaking on paper. Only when 
the other elements, the proper use 

of  language of  the medium, are in-
cluded does it begin to really work. 

That, again, is the reason why, 
in the first year, you are asked to 
take the directing workshop, even 
when you don’t have any inten-
t ions  of  becoming a  director. 

You must try, at least once, to see 
what a director can do, what it means 
to devise an interpretation, to see what 
the camera and the editing can do for 
you. Then, even if  you never con-
tinue directing, it will stay with you. 

The problem with many Hol-
lywood writers nowadays is that 
although they are very often good 
writers, they have been working since 
the studio system disappeared, as total 
loners. They write in their offices and 
homes and they don’t feel the contact 
that in the old days, the studio days, a 
writer necessarily did. He was forced 
to come every day at nine, sit in his 
cubicle, and-type or do whatever. The 
writers usually played cards and had 
fun, but they were on the premises of  
the studio. They had a chance to see 
what happens when a picture was shot. 
They were constantly meeting the oth-
er professionals, they could ask ques-
tions, and they could collect and pick 
up all the know-how. That’s what we 
are trying to supply in our programme.

CURRICULUM

We hope that having professionals 
as teachers will give you the basic idea 
of  what it means to be a scriptwriter. 
Once you are on the right track and 
moving forward, you will realize 
that you will be learning all your 
life. There’s no end to it. (The mo-
ment a writer of  a director thinks he 
knows it all he should stop working, 
because from that moment he will 
only repeat himself.) So if  you learn 
the basics while you’re here, it will be 
easy to see all the ramifications later. 

The other classes and the other 
parts of  the programme, history, 
theory, etc. just add to your broader vi-
sion of  your profession. As you know, 
most of  you come to the school with 
very little education in the history of  
cinema. For most film students all over 
the world cinema means what’s being 
shown in the movie theatres now, to-
day, and things that were made before 

are seen as prehistory or archaeology, 
something that nobody needs to know 
about. Then everyone is surprised 
when a genre that had existed for at 
least fifty or sixty years reappears and 
is revived. Everyone looks at it as if  
it were a brand new phenomenon, a 
miracle. However, if  you are familiar 
with the history of  cinema you will be 
aware of  the other forms, other genres, 
other types of  narrative structures, and 
styles that filmmakers have explored 
in the past. And that can help you 
explore different ideas with a new 
understanding of  your own writing.

Now, let me try to explain what 
the reasons behind the design of  
the curriculum at Columbia were. 
It took several years to put the pro-
gram into shape. Both Miloš For-
man and I are firm believers in 
the validity of  a solid curriculum. 

Curriculum for us means a step 
by step outline of  the tasks and the 
problems that the student should go 
through and solve. That means that if  
the curriculum, in this sense, is clearly 
designed any professional who comes 
in to teach can start functioning. He 
doesn’t need to invent anything. He 
just follows the outline and uses his 
professional expertise to help the 
students. It makes me happy that we 
have achieved it, and that I am leaving 
the school with a sound curriculum in 
existence, functioning and working.

COMMERCIAL?

Now let’s go back to the two parts 
of  screenwriting: the writing and the 
dramaturgy. In the writing process the 
main educational problems are usually 
connected with the fear that everybody 
brings in the writing classes. Most of  
the beginning students don’t believe 
they have anything to say, and they 
feel like the director in Fellini’s 8 1/2. 
Consequently they try to borrow from 
other people, and when they begin to 
write treatments, you can immediately 
tell who is scared to death, and thinks 
of  avoiding the inevitable and who is 
trying to collect the courage to jump 
into the cold water and try something 
really new, original and personal. 

Those who come with a genre 
story are usually trying to protect 
themselves, believing that the genre 
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formula will help them put together 
some acceptable plot and that they will 
be in an area that’s foolproof. Which 
means that they start “plotting”. The 
only things they are concerned. with 
are: where does my first act end and, 
what’s the culmination of  the middle 
of  the second act, etc. They concen-
trate on all these purely technical and 
cerebral questions which don’t help 
the imagination at all. And what they 
usually end up with is something quite 
empty. They aren’t in their story, and 
they are not in the chosen genres. What 
they end up with are clichés, empty 
plots, flat characters and dull dialogue. 

There is a belief  that if  you write a 
genre story, a thriller, a mystery story, 
etc. you are working on something that 
is commercial. This consideration, 
what’s commercial and what isn’t, 
is something you better forget about 
completely. All the marketing special-
ists, and I have a chance to see them 
every summer when they come to Sun-
dance, are masters at telling you what 
was successful last year. They believe it 
will be successful next year, again, but 
it never works. If  you look at those Co-
lumbia graduates whose scripts were 
acquired by the producers or made 
into films, you’ll see that they succeed-
ed because they came with something 
that was original; that was not like 
anything that was made recently. (…) 

The only thing you really need 
when you write is a feeling of  total 
freedom. That’s why questions like; 
is this too expensive or, should I 
make it smaller so that maybe some 
independent producer will like it, 
should be forgotten. To make a film 
less expensive is something that you 
can do when the first draft of  the script 
is finished. There are always ways of  
finding the easier and less expensive 
solutions for scenes and sequences, 
or the whole scope of  the picture. 

There is a big difference between a 
cheap movie and a low budget movie. 
A low budget movie is a picture that’s 
designed to cost a certain amount of  
money that is not overwhelmingly high. 
A cheap movie is Ben Hur made with 
two horses and a few extras. Again, 
this idea of  what’s expensive should 
not be on your mind at the time you 
are writing the script. It’s another form 
of  censorship, and you don’t need that.

YOU’VE GOT STORIES TO TELL

The most difficult thing, especially 
in the beginning years, is to trust in 
yourself  and to discover that you’ve 
got stories to tell, and a lot of  stories at 
that. That realization usually come as a 
surprise for most of  the students at the 
moment when they begin to deal with 
only material that’s theirs and that no-
body else can take, i.e. when they start 
utilizing their own experience, when 
they begin to see that everybody they 
meet and talk to is a possible story or 
at least a character for a story. You can 
sit on an airplane and next to you sits 
a lady or man, and if  you encourage 
them, if  you help them a little bit, and 
show that you are willing to listen, you 
get a story immediately. You can do 
that every day when you meet people. 

You should learn to listen and cre-
ate this absolutely genuine interest 
in people around you, because that 
is the material that you write about. 
It’s not a bad habit to keep files. You 
can make notes about the interest-
ing originals that you meet, and you 
can put them into the files that say, 
characters. It’s not necessary to write 
long treatises. You just need to make 
a couple of  notes, but you must put it 
in writing. You cannot rely upon, your 
memory. You need to create this habit 
of  verbalizing your observations, one 
file of  characters, one file for sets and 
locations and things, one file for gags, 
one file for lines that you overheard, 
one for titles, one for situations, etc. 
You don’t need to know what the 
situation is going to be used for, just 
that there was something interesting 
that you saw, happening. Make notes 
and collect these observations. Titles 
are difficult to find. Sometimes you 
suddenly get an idea of  a title that has 
nothing to do with anything you are 
writing at- the moment. So you put 
it in the file. It can be the first step 
of  a foresight of  a story coming off.

IDEATION

You know what the first ideas usu-
ally look like, they are often just germs 
of  ideas. It’s a scene that’s not a scene 
yet. It can be a sensation of  some fig-
ments of  character that asks to be put 
in a story. An atmosphere of  a place or 

environment that attracts you, what-
ever. These beginnings of  ideas are 
coming from your subconscious mind, 
so they can have any kind of  a form. 
And before those dim silhouettes of  
characters, imagined bits and pieces 
of  scenes or elements become alive 
and interesting enough, before they 
begin to make some sense and create 
some whole, it takes a long, long time 
and you have to help the process. So 
these notes, and a constant alertness in 
which you need to train yourself, help 
the first step, the ideation of  the story. 

In my classes, I always spend sev-
eral weeks at the beginning of  the year 
just getting the germs of  ideas from 
the students and trying to see where 
an idea leads and finding out why 
the writer has a desire to deal with it. 
The fact is that the students very often 
don’t know the answers clearly. It takes 
time to figure all those factors out. You 
might have had an experience that I’ve 
had very often. Suddenly you start 
reading strange stuff. You go into the 
library and browse through volumes 
on. biology, history, horticulture, or 
something else that evidently doesn’t 
have anything to do with what you’re 
working on. I never stop myself  when 
this happens, because I know that 
there is a need for it. You just read 
whatever strange book you feel like 
reading, and then suddenly, when the 
idea comes, you see why it was nec-
essary. Maybe, from a three hundred 
page book you have read, there is just 
one idea, maybe just one line that 
appears in the script at the end. But 
it helped you to explore the territory, 
the subject matter, maybe the character 
or relationships. In other words, the 
ideation can be helped, and that’s what 
you need to learn, to play games with 
your subconscious creative mind.

PLAYING TRICKS

You constantly trick yourself, you put 
yourself  into difficulties and solve prob-
lems that you have created for yourself. 

You play other kinds of  games as 
well. For example, it’s well known that 
your desk, the place where you write 
should be used only when you work, 
when you really sit down and write. 
When you think and when you have 
what’s called “writer’s block” (which is 
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just a very kind word for what’s called 
laziness in other professions) you don’t 
use your “creative” niche: Because 
your desk should be the place where 
the pleasure of  writing occurs. You sit 
down when the scene is clear and when 
you can start typing. It’s a trick, sure, 
but try it, and you’ll see that it works. 

Another way to help yourself  – it 
may sound crazy, but it has worked 
for many people and I didn’t invent 
it – when you have an idea that is 
still unclear, when it still is more of  
a feeling of  emotion, and you know 
that you have got something you feel 
like doing, something you want to 
write, take a sheet of  paper and write 
everything that you can tell about it: 
why this script will be the greatest 
piece ever written, how it’s going to 
shake the world, in other words, brag 
on paper as much as you can. Use all 
the superlatives that you can imagine. 
Tell how people will stand in line to 
see it. Tell about all the festivals that 
will be astonished by it, whatever. 
And the moment you start writing 
these gasconnades some strange 
things will begin to happen. There 
will be some ideas that still may not 
have any specificity, but they’ll still be 
ideas that express the push and pull 
of  the story. When you finish this 
bravado take an envelope, fold the 
paper, put it in the envelope, seal the 
envelope, lock it up so that nobody can 
ever read it, and then forget about it. 

Then the work starts, the ideas 
start to become clear, and you get 
into the drudgery of  writing. It be-
comes a question of  how the scenes 
connect, and what the next sequence 
is going to be, what to tell now, what 
to reveal later, and all that. Then, 
usually when you are approaching 
page seventy to seventy five of  the 
first draft of  the script, there comes a 
moment when you are getting at least 
fifteen new ideas for better scripts 
than the one you are working on. 

Don’t throw those ideas away, make 
notes about them and by so doing get 
rid of  them, for the time being, but 
if  you reach that moment when you 
sincerely believe that the script you 
have been working on really stinks, 
and that it’s a piece of  you know what, 
then take out the envelope, open it, 
read the paper that you wrote at the 
time of  the prime inspiration, and 

you’ll be surprised. The tormenting 
problems that you have had with your 
script have been there in the envelope, 
solved. You begin to see answers, keys, 
the locks start opening. Now you can 
finish the script and then you can go 
back and improve it, make it into what 
it was originally dreamed to be. Try 
it. Those who have used it have never 
regretted it. It doesn’t cost anything. 
It’s an old trick that I’ve learned 
from old script writers years ago.

FINDING STORIES

There are millions of  approaches. 
You can overhear something, you 
can meet somebody, you can read 
something in the newspapers, you can 
have a conversation with somebody 
and suddenly an idea for a certain 
type of  a story that no one has done 
comes to you. These beginnings aren’t 
something that can be prescribed, that 
you can rationally categorize, but 
once begun there are always certain 
obligations that you have to assume 
towards your story. The best stories 
are stories about human beings, and 
if  you find a character that you 
believe should be shown and seen, 
start the exploration of  this person. 

Those who begin to work on plots 
first always abominate this part. They 
think that you don’t need to do it. 
They fancy that you just select some 
fixed character units and move them 
around like puppets, manipulating 
them so they do what’s necessary to 
be done, fast and easy. They think you 
don’t need to involve yourself  in the 
story. But when they finish, the first 
draft there’s the problem of  what to 
do next. They finally have to go back 
and start thinking about the charac-
ters, and then all the plotting becomes 
questionable. The characters begin 
to determine the direction in which 
the story, should move. That’s why 
it’s much better to just accept this un-
pleasant must. You need to know your 
character, backwards, forwards, and in 
depth. That’s the reason why we put 
together the character questionnaire. 
You’ve got it, and it helps you to ask 
all the questions about the character, 
about his or her relationship to his or 
her family, to himself, or herself, to his 
co-worker, to his or her class, work, na-

ture, art, etc. etc.They are all on the list 
to help you when you start exploring 
the relationships of  the character. The 
moment you begin to imagine how 
your character dealt -with and deals 
with his parents, how he gets along 
with his brothers. and sisters, what are 
the conflicts with his co-workers, and 
all that, you begin to explore the world 
of  your. story, and suddenly scenes 
begin to- emerge. You start putting the 
character in different situations in your 
mind, and you begin to hallucinate, 
to imagine him in the most mundane 
and most exciting moments of  his 
life. The courage and audacity to deal 
with trivia and banalities is something 
you should develop. Because the best 
stories are made from the most banal 
material and if  you don’t know how 
your character pays bills, does his 
laundry, what he likes for lunch and 
dinner, and what his little vexations 
are, his petty likes and dislikes, a 
lively, juicy story will never happen.

I had a wonderful experience this 
year with one of  my students. You 
know her... She wrote a treatment 
last year that she brought into class at 
the beginning of  the semester. It was 
dreadful. It was really very bad, and I 
had to tell her. So I did, and she was, 
as you can imagine, quite devastated 
And then we sat down and talked for 
a good three hours. And now that she 
has a finished script. which is really 
wonderful, I asked her what helped her 
to write it. She said that she was seared 
of  banalities and trivialities; and that’s 
why the people in her first year story 
were cardboard figures. And then 
there was a moment when she tried 
to see her characters as real, familiar, 
ordinary people and suddenly she felt 
free. She came to me with the first 
outline of  a new story, and I told her: 
right, use the people whom you know 
best. Sell all your friends, neighbours, 
relatives. Everybody has done it. 
They will never recognize themselves. 
They have a totally different idea of  
themselves, and besides you use them 
in a different context and there’s no 
danger that they will accuse you of  
anything. They’ll love the stories, re-
ally. Tolstoy’s diary and the notes he 
kept while he was writing his novels 
are full of  notes how he has combined 
his cousins and friends, his relatives 
and acquaintances into the fictional 
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personages! Some of  them he used 
directly as he knew or remembered 
them, some of  them he mixed with 
other people. That’s one of  the best 
ways of  finding characters that feel 
real. The people, the things, that are 
familiar, the trivialities, the banalities 
of  life as you observed them are always 
the spices in a story, in a sequence, 
in a scene. They make the script 
believable, they make it come “from 
somewhere”. The worst stories are 
stories that don’t have their roots in an 
environment; in a certain type of  life. 
Such contes are just pure concoctions 
and no one can relate to them. You can 
avoid that by starting with exploring 
that one character that attracts you.

End of  Part I

VCA
Victorian College of the 
Arts, Melbourne

Adam Elliot, a graduate of  the 
VCA School of  Film and Television 
(1996) won an Academy Award for his 
short animation “Harvie Krumpet”!

Adam has already won numerous 
other awards for his work including 
an Australian Film Institute award 
for his student production “Uncle”.

PLOVDIV  October 2003PLOVDIV  October 2003PLOVDIV
Category “First Steps” 
student feature fi lms, 
documentaries and animation

THE GOLDEN CHEST GRAND 
PRIX:

“Let’s Go Home”, director Lisa 
Monthe, Drama Institute Stock-
holm, Sweden

THE SPECIAL PRIZE FOR 
ORIGINAL ACHIEVEMENTS, ex 
aequo: 

“40 Days of Life”, director Ra-
doy Nikolov, NATFA, Bulgaria &

“In The Name Of The Father”,
director Julio Maria Pessoa, Univer-
sity of  Sao Paolo, Brazil

THE SPECIAL PRIZE OF NATFA:

“The Portrait”, director Lucie 
Simkova, FAMU, Czech Republic

SPECIAL MENTIONS:

“Tenue”, director David Cardona, 
University of  Buenos Aires, Argentina

“I Have To Tell You Some-
thing”, director Dragomir Sholev, 
NATFA, Bulgaria

“Cluck Cluck”, director Olaf  
Enke, HFF “Konrad Wolf ” Pots-
dam, Germany 

BOLOGNA, November 2003

BEST FILM

Mellem Os, Lauritz Munch-
Petersen, Den Danske Filmskole, 
Denmark

SPECIAL MENTION

Kontroler,  Peter Vogt, PWSFT, 
Lodz, Poland

PRIZE OF THE TOWN OF BO-
LOGNA, SPECIAL PRIZE OF 
THE JURY

Izlet, Martin Turk, AGRFT, 
Ljubljana, Slovenia

FESTIVALS SCHOOLS
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México, D.F. a 29 de enero de 2004

CILECT EXECUTIVE COUNCIL 
PRESIDENT
Caterina D’Amico, SNC, Italy
VICE-PRESIDENTS
Henry Breitrose, Stanford University, USA
Stanislav Semerdjiev. Natfi z, Bulgaria
Victor Valbuena, Ngee Ann, Singapore
Don Zirpola, LMU, USA

Dear Caterina and Executive Council Mem-
bers

I want to tell you about the results of our campaign of opposition to the proposal of the Federal Government 
remove support for our school from the federal budget.

We are pleased to inform you that the proposal of the federal government was rejected by the House of 
Representatives, where we not only received great support for our work, but also the approval of a sig-
nifi cant increase to our budget.

In order to achieve that outcome, we found it necessary to take a number of actions, including a student 
mobilization, multiple meetings with legislators, and a mass media campaign during the months of November 
and December. At the same time, the cultural community of the country strongly supported us with many 
articles in the press and a lot of appearances in radio and television.

The international fi lmmaking community expressed its solidarity with us and opposed the attempt of the 
government of Mexico to destroy many institutions of Mexican cinematography. The publication of the state-
ment of support from the Executive Committee of CILECT, which noted all the member schools, published 
on November 22, 2003, was particularly important. I am attaching a copy of this crucial document.

I want to express deepest gratitude, in my own name and in the name of the community of our school.  We 
recognize that the CILECT document allowed us to present the importance of our work in an international 
context of high quality. 

The CILECT statement was an important infl uence that came at the moment when the representatives were 
making their decision. It was so effective that not only did we avoid disappearance, but we received an en-
couraging vote of confi dence expressed in terms of a signifi cant important additional budgetary support.

For us this means a renewed commitment to Mexican society. We will initiate a vigorous process to 
strengthen our academic work in a direction that, among other things, allows us to extend our educational 
resources to support the efforts of other educational institutions in our country, and to strengthen our links 
with schools of cinema in other nations.

Finally, I just want to tell you how proud we are to belong to an organization so generous and supportive.  

My gratitude to you, to the Executive Council, and the member schools of CILECT.

My best regards.

Angeles Castro Gurria
Centro de Capacitacion Cinematografi ca

The Mexican Government wanted to cut all federal funding to the 
CCC, Mexico City. This would have meant the death of  the school. 
CILECT sent a letter of  support to the school, which was printed in 
a leading Mexican daily newspaper.
Ultimately, the Mexican government not only dropped their plan to 
cut financial support but actually increased the budget allocated 
to the school. Here is the letter of  thanks from Angeles Castro, 
CCC Director. Next page: the CILECT letter of  support as published 
in the Mexican daily, Reforma.

 SCHOOLS
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