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 “There are more lights here than on Woody’s 
set”. This is what Vilmos Zsigmond, ASC, said to 
the students when he walked in the Korda Studios 
on the first session of the Budapest Cinematography 
Masterclass. Vilmos had finished shooting Woody 
Allen’s last film only the day before. (*) 

The Masterclass is the realization of a dream that 
Vilmos Zsigmond and his lifelong friend, Tibor 
Vagyoczky HSC, shared when they were classmates 
at the Academy. "We felt fortunate to study with 
Gyorgy Illes (HSC)," said Vilmos "who I believe is 
one of the world`s great cinematographers. He 
taught us film is an important part of our culture.” 

The Budapest Cinematography Masterclass is bian-
nual workshop that has been successfully running 
since 1991.  

During the two-week schedule CILECT school stu-
dents and young professionals work on lighting and 
shooting exercises under the supervision of the 
world’s greatest living cinematographers.  

Heads of previous Masterclasses were Dean Cundy, 
Billy Williams, Haskell Wexler, Laszlo Kovacs, and 
John Schwartzman. 

This year the Masterclasses were headed by Vilmos 
Zsigmond ASC and Elemér Ragályi HSC. Also on 
the programme were screenings of classic and con-
temporary films, followed by discussions with their 
cinematographers.  

For the first time this year a new focus on Digital 
Cinema was introduced. Professors of CILECT 
schools gave lectures on different aspects of the 
subject:: Joost Hunningher (Westminster University, 
UK) on the promise, problems and future of D-
cinema, Peter Badel (HFF Konrad Wolf, Potsdam 
Babelsberg, Germany) on experiences with HD-
projects at his school and also using HD for docu-
mentaries for cinema, Timo Heinanen (UIAH, Hel-
sinki, Finland) on creating horror scenes with the 

Red One Camera and Nik Powell (NFTS, Bea-
consfield, UK) on the “A to Z of storytelling - a 
producer‘s guide to story”. 

The selection of the Masterclass Scholars is based 
on a portfolio submitted by applicants 
(Application sheet, CV, filmography, letter of rec-
ommendation from the filmschool, demo reel or 
DVD of a recent work.)  

Since  1999  the  Budapest  Cinematography 
Masterclasses have been run by Janos Xantus, 
Hungarian University of Drama, Film and 
Television.  

Support  comes  from  CILECT,  KODAK, 
PANAVISION, the Hungarian Motion Pic-
ture Foundation, Cinema-Film Kft. and for 
the second time the Media Programme of the 
European Union.  

"Some of the world's most talented young 
cinematographers  participated  in  this 
workshop," says János Xantus, Director of 
the Masterclass. "The Masterclass confirmed 
for  them that  cinematography  is  a  global 
language and a collaboration with directors as 
story-tellers." The 16 workshop „scholars“ 
were  selected  from  over  100  applicants 
recommended  by  CILECT  schools;  all 
together  41  students  participated  in  the 
workshop.  

Daily workshops were conducted on a sound 
stage  at  Korda  Film  Studios,  outside 
Budapest,  with  state  of  the  art  lighting 
equipment.  

The  students  organized  themselves  into 
teams to film short exercises on two different 
sets.  Each  morning  the  students  met  to 
discuss and shoot the exercises scheduled for 
production  that  day.  In  the  afternoon 
sessions  the  dailies  were  screened  and 
discussed with Vilmos Zsigmond and Elemér 
Ragályi. 

There are more lights here than on Woody’s set! 

(*) Lights were kindly provided by the Hungarian company for ligh-
ting equipment: Sparks, Cameras Lighting Ltd. 
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Korda Studios, the gate 
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Every evening the students watched classic mov-
ies photographed by Vilmos – the Ghost and 
the Darkness, the Black Dahlia- and other films 
photographed by prominent Hungarian cinema-
tographers. The cinematographers were present 
at the screenings, and led animated discussions 
each evening.  

Additional classes were conducted by represen-
tatives from KODAK and Panavision. 

There were also surprise visits: Anthony Dod 
Mantle,  cinematographer  of  Slumdog 
Millionnaire, Nigel Walters, president of Imago, 
vice  president.  of  the  British  Society  of 
Cinematographers,  our  CILECT  colleague 
Zuzana Gindl-Tatárová, VŠMU, Bratislava, Jeff 
Allen, Panavision European director. 

 

THE TUTORS 

VILMOS ZSIGMOND A.S.C. “I learnt a great 
deal  from  the  students  and  many  kinds  of 
cultures  they  represent.  The  essence  of  my 

method  is  to  have  the  students 
themselves  become  aware  of  the 
professional  difficulties.  The participant 
of  the  Masterclass  were  able  to 
independently work on the tasks at hand 
and see their mistakes when their film 
were screened. That’s when the role of 
the Master begins. He must tell what was 
good and what was bad, what was lacking, 
and how the task could have been better 
solved some other way. At a Masterclass 
it isn’t the technique one must learn, but 
the way of thinking and the approach.” 

ELEMÉR 
RAGÁLYI 

A native of Buda-
pest, Elemér Ragályi 
studied his craft at 
the Hungarian Film 
Academy. Over the 
past 35 years he has 
shot 100 features, 
mini-series, TV mov-
ies, and documenta-
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ries. He is one of the most active Hungar-
ian cinematographers. He has worked ex-
tensively in North America and throughout 
Europe, and is fully bilingual in English 
and Hungarian. 

He has received the Critic's prize for Best 
Cinematography six times at the Hungarian 
Film Festival. Many of the films he has 
shot have won awards at international film 
festivals, the Oscars, the Emmy's, and the 
ACE's.  

He returned to the Hungarian Film Acad-
emy as a professor from 1982 to 1990. In 
Hungary he has received these awards of 
distinction: Béla Balázs prize, Artist of 
Merit, Outstanding Artist, and the Kossuth 
prize.  

In the last three years he directed two fea-
tures. 

 

The Director of the Masterclass 

János Xantus  

János has directed feature length films, 
short features, documentaries and 
experimental films, many television 
programmes and commercials. He was 
awarded the "Balázs Béla Prize" in 1988. In 
the last ten years he has put seven plays on 
stage.  

He has been teaching filmdirecting at the 
University of Drama, Film and Television 
since 1992. Charged with the international 
relations of the Department of Film and 
Television, he has been the director of the 

Text compilation, adaptation and photographs 
(except BW p. 8) by Henry Verhasselt. 

biannual Budapest Cinematography 
Masterclass since 1999.  

He has worked for the selection committee 
of the First East European Scriptwriters 
Workshop Supported by the Sundance 
Institute. He is a member of the Art 
Committee of the Hungarian Scholarship 
Board since 2004. 

 

 *** 
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Budapest DOP Masterclass “Scholars”   

Christian Esteban Rivera Águila Centro de Capacitación Cinematográfica (CCC) Mexico 

Sam Care National Film and Television School (NFTS) GB 

Cat Deakins University of California, Los Angeles (UCLA) USA 

Yanelvis González Escuela Internacional de Cine y TV (EICTV) Cuba 

Johannes Louis Hochschule für Film und Fernsehen "Konrad Wolf" Germany 

Marko JK Luukkonen University of Art and Design Helsinki (UIAH) Finland 

Peter Matjasko Filmakademie Baden-Württemberg Germany 

Lukas Milota Filmova ́ a televizni ́ fakulta (FAMU) Czech Republic 

Bartosz Nalazek Pan ́stwowa Wyzsza Szkola Filmowa, Telewizyjna i 
Teatralna (PWSFTviT) 

Poland 

Erik Põllumaa Baltic Film and Media School Estonia 

Jon Ratigan International Film School Wales U.K. 

David Rusanow Victorian College of Arts (VCA) Australia 

Anastasia Skorodumova The Russian State University of Cinematography 
(VGIK) 

Russia 

Tom Sugden Westminster Film School U.K. 

Deepu S. Unni Film and Television Institute of India (FTII) India 

Gergely Vass Színház- és Filmművészeti Egyetem (SzFE) Hungary 
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Giulia Zanotto  

Michael Kabos 

Christian Stangassinger 

Armando Aavallone  

Aazin Tehmasp Printer  

Rebecca Rau 

Participants   

Daniel Ainsworth Loyola Marymount University USA 

Vanessa Barcenas Centro Universitario de Estudios Cinematográficos Mexico 

Luc Binette National film Board of Canada, Montréal Canada 

Pierre - Etienne Bordeleau University of Quebec, Montreal Canada 

Jackson Elizondo Institut National Supérieur des Arts du Spectacle et des Techniques 
de Diffusion (INSAS) 

Belgium/Venezuela 

Jennifer Gittings UCLA USA 

Barbaros Gokdemir  Turkey 

Philip Klucsarits UCLA USA 

Michael Latham Victorian College of Arts, Melbourne Australia 

Yaniv Linton The Sam Spiegel Film & Television School, Jerusalem Israel 

Jayesh Nair  India 

Ryan Ovadia Loyola Marymount University USA 

Reinis Tardis Victorian College of Arts, Melbourne Australia 

Virginie Tetoofa Victorian College of Arts, Melbourne Australia 

Dagmar-Weaver UCLA USA 

Marco Lamera Scuola di Cinema, televisione e nuovi media Italy 
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 FANTASIES OF THE LITTLE D.O.P. 
IN EIGHT PARTS  

 

1. « DISAPPOINTMENT » –THE WORKSHOP OF THE FRA-
ME MAKER –MORNING  
 
A man is lying with his head on an old wooden table. 
The head, rising and falling as he breathes, is bordered 
by an empty frame. It is the FRAME MAKER who is 
sleeping, lying on the table with his hand hanging down 
lifelessly.  

On the table, there are tools, frames, empty bottles and 
glasses. The rays of the early morning sun tickle the 
nose of the FRAME MAKER. As he snaps at them, he 
knocks over a glass and falls off the chair. The frame 
stays in his neck as a pillory. The drink from the glass is 
slowly dripping from the table to the floor, right in front 
of the FRAME MAKER’s nose.  

 

2. « HOPE » – MARITAL ROOM – DAY  
 
A drop of water drips on a tender green leave. The sun 
is shining into the room only through a narrow space 
between the two parts of the curtain.  

On the bed, the silhouettes of a couple can be seen. A 
drop of water drips onto AMY’s forehead. She tries to 
open her eyes looking towards the ceiling. The back of 
the man is still motionless, as the PAINTER, wearing a 
sleeping mask, is fast asleep.  

AMY gets up and goes to the window. With her left 
hand, she quickly covers her eyes so that the sun does 
not shine into them, and draws the curtain with her 
right hand. She is about to get back into bed when she 
sees the little plant on the floor and changes her mind. 
She moves the curtains into their original position so 
that the ray of light falls right on the little plant in the 
middle of the room.  

 

3. “THE PROPHECY” – THE FORTUNETELLER’S PLACE – 
NIGHT  
 
The walls and the paintings of the signs of the zodiac 
are lit by candles. Among the candles placed on the 
floor, a figure is sitting covered by a veil in front of a 
glass bulb shrouded in smoke.  

Through the cover, one can see the eyes of the FORTU-

NETELLER starting to move vigorously. On the ta-
ble, a woman’s hand is waiting nervously. MIRENA’s 
hand reaches out from under the veil and takes the 
waiting hand into hers.  

AMY is awaiting the prophecy with her eyes wide 
open. A puff of smoke goes up in front of her face. As 
it disperses, the figure of Aquarius becomes visible on 
the wall behind the FORTUNETELLER.  

4. “THE LOSS” – IN THE WORKSHOP OF THE FRAME 
MAKER – DAWN  
There are no curtains on the window, yet despite the 
dark weather, the disturbingly strong lights in the 
workshop are only broken by the smoke of a cigarette.  

The FRAME MAKER takes a last puff from the rest 
of his cigarette then puts it down to the ashtray. After 
that, he continues his work: he is cleaning the frame of 
the picture in his lap with a piece of cloth wrapped 
around the tip of his finger.  

He cleans the corner with particularly great care. As he 
lifts it up and holds it in front of himself to make sure 
he has done a good job. Incidentally, he sees in the 
frame the empty armchair in which Amy used to sit, 
stirring her tea. Even the cup is there, with the kettle 
and a box of tea. The FRAME MAKER smells the 
box, but he cannot sense the flavour that he expected. 

 

5. “AFTER THE DECISION” – MARITAL ROOM -
TWILIGHT  
 

Water is pouring in springs on the fresh, green leaves. 
The watering can is directed between the leaves of the 
plants by a woman’s hand. The rays of the setting sun 
are glittering on the leaves of a sea of densely placed 
Indian rubber plants, among which the figure of the 
pregnant AMY is silhouetted.  

She is watering the plants with a watering can in both 
hands. She looks once at one can, then at the other. 
Her shadow, cast on the wall, reminds us of the figure 
of Aquarius.  

 

6. “THE TRIUMPH OF THE PAINTER” – STUDIO -
TWILIGHT  
 

Water is dripping from the ceiling into a small, trans-
parent plate. An easel is dipped into the water, in 
which the red paint dissolves.  

 
THE SCRIPTS FOR THE D.O.P.’S EXERCISES 

Júlia Széphelyi  
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*** 

The PAINTER’s hand takes out the easel and it is 
dipped again in the paint on the palette. The PAIN-
TER brings the paint to the white canvass stretched 
in front of him with a quick movement. One can just 
about recognise that the painting depicts a teddy 
bear. The teddy bear is sitting in the window of the 
painter’s studio, with the silky evening sun shining 
through its torn ear.  

7. “THE MEETING“ – STUDIO – NIGHT  
AMY is sleeping in the only comfortable armchair 
with the teacup and the kettle next to her. The PAIN-
TER is working fanatically. Pictures of the teddy bear 
are lying propped against the wall all around him. 

There is a knock on the door, the painter turns in that 
direction. As the door opens, suddenly a lightning 
bolt illuminates the room; the wind blows through 
the window, while the giant teddy bear steps into the 
room.  

The frame maker is blinking uncomfortably from 
behind the bear; he has brought a present.  

 

8. “THE LITTLE D.O.P.” – CHILDREN’S ROOM – NIGHT  
The painted figures of the signs of the zodiac are on 
the wall.  

The LITTLE D.O.P. is kneeling on the floor; in front 
of him, there is a dolls-house with boxes: the furnitu-
re of the previously seen rooms can be noticed in the 
boxes.  

There is a line of empty glasses next to the dolls-
house and a glass of water in the hand of the LIT-
TLE D.O.P., which he holds above the house and 
drips the water into it. With his other hand, he is tur-
ning a desk lamp on and off.  

The window bursts open and the curtains fly into the 
room. The LITTLE D.O.P. turns around. AMY is 
standing in the door, with her head turned sideways, 
admiring her son, with her hair ruffled by the wind.  
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Sheridan’s “3X3 ” Experience 
 

How does one motivate film students to learn from one 
another’s work?  

Here is a discussion of one of those possible, intriguing 
teaching moments.  

We’re gathered together one wintery evening in Toronto 
Canada, one hundred and twenty strong, graduate film 
students, actors, faculty and industry friends; gathered at 
Deluxe Post-Production’s massive new mixing studio to 
screen this year’s 3X3 output.  This audience will watch 
twelve very different films based upon the content of three  
specific screenplays. This is 3X3, Sheridan ATVF ’s inter-
pretative post-graduate 35mm experience.  

Three months earlier, a faculty-industry jury winnowed 
30 odd script submissions down to three, three minute 
production scripts of which the ATVF student teams must 
choose one to produce.  

Where do these original scripts come from?  

We hold a contest for Toronto’s professional writing com-
munity to trigger this screenwriting output.  

 “We are looking for original, 3 character, 3 minute 
scripts written specifically with our studio set and pro-
duction parameters in mind. This contest is open to 
current and past students in any Canadian film/
television program or single course (with the exception 
of these year’s ATVF students. Each writer can submit 
up to two scripts.” 

The scripts this year will be written by Sheridan alumni as 
well as a number of outside film and television industry 
writers.  

How 3X3 Works 
Student Producer and Director tandems from each of the 
twelve production teams are invited to choose one screen-
play from the three selected that their team will produce. 
There is a simple rule. The screenplay may not be altered 
in any manner. 

The Program then contracts with the winning authors for 
a non-exclusive license for the use of their screenplays. 
Copyright in the original work will remain with the origi-
nal authors. Ownership of the film project derived from 
the screenplay will be shared equally by the Producer and 
Director of the film.  

So this year, at the end of the beginning of this process, 
there are six “Paint Hers”, four “Suicide Sonnets” and 
two “Ghost Stories.” Each of the twelve films in question 

has been produced by a different producer, directed by 
a different director, lit by a different cinematographer, 
the common set dressed by a different Production De-
signer. Each film boasts the participation of different 
acting talent from Toronto’s professional acting com-
munity. 

Why 3X3 ? 
3X3 was conceived by faculty as an answer to a num-
ber of ATVF program challenges.  

We wanted to create a containable production process 
that would challenge the students creatively, techni-
cally and organizationally but would do so within a 
very specific time frame, using a common set of pa-
rameters.  

Secondly, good screenplays require time, collabora-
tion, discussion and many, many rewrites. As our 
screenwriting class was working diligently to complete 
major project “thesis” screenplays for the second term 
and we didn’t wish to deflect their attention away from 
these more complex projects, we needed original, 
short, higher quality film screenplays to attract the 
professional actors the students wished to work with. 
Exploiting these contest scripts seemed the solution.  

Thirdly, we wished to create an opportunity for our 
Production Design master class to design and con-
struct sets along planned, pre-visualized guidelines. 
Everything here pointed logistically to working in a 
contained film studio setting. But we were producing 
twelve films and we would not be able to produce 
twelve different sets. So it was determined that the 
design class build the one set and then challenge each 
of the teams to light and dress the same set in twelve 
different ways in accordance with the individual direc-
tor’s – cinematographer and production designer’s 
interpretation of the story.  

To the ATVF faculty, establishing collaborative proto-
cols prior to the production of the students’ major the-
sis production was a critical program goal. We had 
introduced integrated pre-visualization training to the 
program a year earlier and were looking for a practical 
methodology where director, cinematographer and 
production design student teams could work together 
to pre-visualize a production in a virtual setting before 
heading out to physically produce their film. We 
hoped that organizational and creative workflow es-
tablished here could then be successfully imprinted 
into the student psyche and carried over for their thesis 
projects to come.  

Finally, we also realized that under this controlled one 
set for twelve films system, we could introduce new 

 
HOW DOES ONE MOTIVATE FILM STUDENTS TO LEARN FROM ONE ANOTHER’S WORK?  

Jean Desormeaux, 
School of Animation, Arts and Design  Sheridan Institute, Canada 
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technologies into the production parameters and time-
lines.  

How the Process Works 
The student teams, and schedules are pre-set, each team 
having about four weeks to prepare for the shoot to come. 
During this period, the Production Design master class 
virtually designs the one set in computer and then moves 
over to Toronto’s Film Port Studio to construct the actual 
set. Once the foundation shell is built, camera and direct-
ing classes begin to move to the studio space to explore 
blocking and lighting possibilities. With the completion of 
construction, painting and set dressing, the bulk of the 
electrical and grip equipment is then transferred to down-
town Toronto from the Oakville Campus. The process 
here is also supported by mandatory faculty-student con-
cept, design and pre-production meetings. Casting also 
occurs during this period.  

Spatially, our small made to order multi-room set is de-
signed to fit three actor staging.  Any more actors along 
with twenty student crews plus equipment, faculty and 
industry advisors would make the teaching-shooting envi-
ronment very cramped.  

The films are produced over a fourteen day production 
period, one a day with Sunday off, then edited and mixed 
within three weeks of the final slate. During this actual 
production period, ATVF classes are suspended so that all 
students can focus and contribute all of their energies on 
the productions at hand.   

A Typical Production Day  
3X3 envisions that a series of complete three minute films 
would be produced by 12 different creative and technical 
teams with different 3 different actors over a fourteen day 
period.  

Under the Sheridan Institute-Actra Performers Agree-
ment, the acting talent is available for work for eight 
hours (4 work plus 1 lunch plus 4 work) during a given 
film work day. Student crews are obligated to plan their 
days around this time restriction. The crews would nor-
mally assemble an hour or so before cast call to prepare 
their day, and when the actors appeared, the team moved 
efficiently onto the set for a cast blocking session.  Actors 
would then be sent into wardrobe and make-up while the 
technical crews moved into to prepare the lighting and 
camera movement. The normal shooting day ranged be-
tween ten and eleven hours with a mandatory mid-day 
one hour lunch break.  

Each day after production, exposed Fuji film is processed 
at DeLuxe Post-Production, a best light is produced then 
digitized into off-line Avid Adrenalin HD editing systems. 
Editing follows along a rough to fine cut faculty commen-
tary and approval system. The films tend to lock in about 
ten day’s time. Locked picture and audio materials are 
then exported into a Pro Tool HD Audio system where 
audio teams complete dialogue, effects and music again, 
in about ten day’s time.  

Filming in 35mm 
This year, we undertook to film the twelve “3X3” 
three minute productions in 35mm Fuji film stock. 
Film capture is a much more precise and difficult proc-
ess. The camera, lighting and grip gear is much bulkier 
and camera crews must be larger to compensate for 
this equipment size. As well, unlike the digital envi-
ronment, stock ratios cannot be easily tinkered with; 
for instance, there is no secret rewinding of tape after 
an unsatisfactory shot in film. 35mm demands disci-
pline from all of the students participating in the pro-
duction and we wanted to impose this discipline in the 
safe studio set environment, rather than later on . 

A number of productions had to address the imbalance 
of footage and story time by altering shot plans and 
visual emphasis and coverage. This is a practice com-
monly seen in industry but rarely experienced at the 
student level. This “improv” shooting dynamic can be 
mitigated by a director’s strong story beat awareness 
and a selective use of visual language to capture the 
film. Editors who play continuity roles on each of 
these productions, also benefit from the need for this 
required discipline.  

Audio Challenges  
Filming in 35mm also created unique learning oppor-
tunities for the audio class. We introduced the more 
advanced Discreet four channel system to the class so 
that each actor could be individually “lav’d” in addi-
tion to recording general performance and ambient 
sound on boom and microphone. Students were then 
encouraged to mix all four tracks on set. As there had-
n’t been a great deal of time for these students to mas-
ter these more advanced tools, both Audio professors 
spent time on the set re-enforcing technique and proc-
ess. To compensate the audio students were given ad-
ditional post-production time to review and enhance 
their location work. Normally, we would have com-
pleted the audio component of each film in about three 
days. Here they were given much more time to re-
work the recordings and then add to the complexity to 
the tracks by incorporating more complex sound ef-
fects work and foley work.  

To What Effect ? 
From Montreal. Concordia University’s Professor 
Rick Hancox’s recently commented upon our 3X3 
process. 

Sorry for the delay. I've been busy – partly because 
of  "3 X 3"!!  Yes, I indeed used it in my film pro-
duction class as a teaching tool, with great success. 
We looked at and discussed all six versions of 
"Suicide Sonnett". First I showed four films in pairs 
of two, which we discussed, and then we looked  #1 
and #7, for which the students had to write an in-
class response. A week later we discussed those films 
after the students got their papers back... I would 
love to be involved in that 3 X 3 program though - 
do you have a panel that helps select the best ones? 
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I'd even love to be around for one of the sessions viewing 
and critiquing the results some time. It's so interesting 
because it foregrounds all the different creative special-
ties in cinema quite clearly. I saw the whole 3X3 DVD 
and thought your students (and the scriptwriters) did 
an amazing job of packing what they did into three 
minutes! The other thing these exercises do of course, is 
really snap the ones with real talent into focus. 

So 3X3 seems potentially transportable among schools as 
a collaborative teaching vehicle!  We would very much 
like to invite 
sister CILECT 
schools to  par-
ticipate in 3X3 
in the future! 

ATVF Student 
reaction has 
been equally 
interesting. This 
Gen X and Y 
age group de-
mands equity as 
a paramount 
operating rule 
and 3X3 seems 
to provide this 
comfort. None-
theless, the stu-
dents them-
selves watch one 
another’s proc-
ess, and in a 
wish to be 
unique, come to 
experiment with 
different approaches where they might not have ventured 
earlier. 3X3 gives student film makers a structure in which 
to both excel individually while contributing to the en-
tirety of the piece.  

Producing and studying multiple films created from the 
same script exposes students and their audience to the 
numerous possibilities in creativity and interpretation, be 
it in the performances, the lighting of the set, the camera 
framing and movement, the overall look and tone, the 
montage and sound of the film. Each 3X3 film plan may 
be unique, yet, because students are filming the same 
story content, in the same physical location, there is al-
ways a danger of uniformity, repetition possibly even pla-
giarism. This simply has not occurred to date. 3X3 ap-
pears to create a powerful desire to approach film making 
beyond story content, an appreciation of interpretation in 
its own right, and very importantly, a heightened aware-
ness of critical individual contributions made by the indi-
vidual craft to the benefit of the entire work.  

Conclusions 

3X3 permitted ATVF to provide its students with a 
dynamic, yet physically contained interpretative exer-
cise where each master class student (save the writers) 
could be challenged to complete films at a very ad-
vanced level.  

3X3 is unfailingly equitable, in terms of script, re-
sources, time and shooting ratios. Yet students can still 

deliver additional creative, technical and organiza-
tional layers enhancing their production under this 
system.  

As a learning tool, limiting the choice of scripts forces 
competitive students to look for new ways to interpret 
their chosen story, and more importantly provides the 
students with comparative work to study. A positive 
side effect here may be to encourage interpretation 
alone as a creative process. Students, restricted in such 
a manner, now look to the pure language of film in 
image and sound to tell their specific story. 

3X3 invites numerous and cost-effective combined-
teaching possibilities. It also strongly reinforces the 
concept of team and the necessity and power of suc-
cessful collaboration. 

3X3 allows each master class to contribute fully yet 
uniquely to a given project. For instance, design stu-

 
HOW DOES ONE MOTIVATE FILM STUDENTS TO LEARN FROM ONE ANOTHER’S WORK?  
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dents may work diligently to create a set look for the col-
lective and then, when working on their own production, 
spin off from the general design foundation to create 
something different for their individual film. Camera stu-
dents, confined to pre-determined set, seek new ways to 
light and move on the sets. Because they make up the sup-
port teams for other cinematographers, the camera stu-
dents are very aware of how each production was lit and 
framed and the movement involved. A great exploration 
and experimentation then occurs in a safe environment as 
these students are usually determined to make their own 
mark. The same can be said for the directors, audio stu-
dents and the editors who play the continuity roles on 
their own films.  

Probably the best example of student exploration can be 
found in one 2008 3X3 film where the students featured 
an all puppet cast in its 3 roles. That film can be viewed 
on at the ATVF website location provided below. When 
screened against other films employing human actors 
playing against the same screenplay, the potential breadth 
for the 3X3 experience really hits home. 

  3X3 is fun, focused, educational and the final product is 
usually very effective as a portfolio piece for all of the stu-
dents involved in the process.  

The students are motivated by their peers and learn and 
contribute effectively from a shared, common experience 
which is what film making is all about.  

We invite our CILECT colleagues to explore the site and 
comment upon 3X3 and send us your thoughts and sug-
gestions. 

GO  http://www.atvf.ca/contest  

Jean Desormeaux, 
BA, BCL, LLB, MFA 

Professor, Program Coordinator   Advanced Television 
and Film Program (Post-Graduate) 
School of Animation, Arts and Design  Sheridan Institute, 
Canada 
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