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INDUSTRY MEETING 
Nov .21.09 
Introducing the FORUM: Who is who? 
Christoph Jörg, Rudy Buttignol, Karolina Lidin 
 
(FORUM moderators, coaching, CEO,  curator, producer ) 
 
What is of interest. 

• FORUM: a demostration of what people (broadcasting/producers) 
want.  

 
FORUM: there  was not a base of state funding  for documentary 
filmmaking, the need for money funding. Creating a network.  

• Pitching session: core around where everything works to. 
• Broadcasters need good programming, CE are also with the 

projects, try to deal with power structure, and try to break that. 



• Fragmentation, more TV channels, more options, not just one 
giving you the 100%. 

• Instead of going around the world selling project, gathering the 
people. 

• Broadcasters instead of being commanding, there is a balance 
between producers, right price, have enough money.  

• Used to pitch project;  used to the NO, so know what to do when 
they say YES.  

• Myth of pitching at the forum; actually is the begging of a 
marketing campaign. After pitching, good thing is to have a 
quality conversation afterwards (even if it is not in the forum and 
is a hall pitching) 

• CE, broadcasters getting to know each other; and consolidate it 
regionally. This make a difference within your project. Having the 
right kind of broadcasters together, and you get that money, it is 
worth it to use it for a single film, not doing different versions 
(not just length). 

• Make the right connections.  
 
(VIDEO ABOUT THE FORUM look for it at the idfa.nl) 
7 minutes 
preparation 
I want ot make a film of…. 
What there is  
What you hope 
Tangible 
Obstacles: not communication of idea, the filmmakers do not know their 
story, do not have tell them to themselves enough 

• show you your energy 
• understand it 
• passion to do it 
• PITCH + CE + OBSERVERS 
• OBSERVER, what that country is interested in, stand, personal 

taste,  of that CE 
• Which kind of stories are being done today 
• Not only get a CE but also other producers or filmmakers 



• When you get a good pitch, it doesn’t necessarily follow about 
collaboration. Maintain the interest if people like it. Change a few 
words as fast as you can: the follow up. 

• Success, getting into your movie the right part of players.  
• Successful seller you have to be a buyer. Balance. 

 
Commission Editor 

• Public service broadcasters (CE in the table of the FORUM) so 
they come to pick and choose to secure the quality of their sloth. 
Certain type of films tend to travel more than others. Not just 
think about international market, think who do you wnt on the 
boat, what is coherent. 

• CE: take ideas back to your team. Bring projects back, see how 
they can engage locally. 

• Acquisition, pre buy, commission, films that can go to your sloth.  
• Value of project how does it fit into the bigger picture 
• Key: pitch what the  CE has to pitch to their own people. No 

fact,s no figures, TELL THE STORY: simple story structures, it 
has CLEAR ENOUGH so they can tell it…the story is ABOUT… 
listen how distributors pitch their project. Story is very important 
because of that. Tell yourself the story 

 
The PITCH 

• Usual mistake: lecture about SUBJECT 
• Question: where is the film? 7 minutes don’t communicate the 

subject, tell the story. 
• Look for the person that you want to be: homework, know the 

countries agendas, the basic about the sloths (forum material, 
references) this show professional level, because you’re inviting 
people on board, not just about the money 

• Long term: get to know the people you want on board (CE) 
• Most people end up pitching the research about the story. 

Common mistake.  
• People are desperate for: TALENT. As a programmer you can’t 

put no around the tables, they’re looking for a YES. Look for a 
relationship, when you get to the casual conversation. 



• People ask a lot of questions, you don’t have to answer to all of 
them. You can answer I don’t know, but I’ll found out, it is 
important that the broadcaster know what you don’t know. 

• Within myself, if my film is going to be successful, how do I 
know when this is? So I know when I get there. Agree in what 
constitute success, articulate what constitute success. So you 
recognize it and aim for it. 

• REALITY CHECK. I am able to show my story? Feedback how do I 
incorporate it? 

 
 
BUYERS 

• Not just CE, they’re also about buyers, and pre buying. Pre  buys 
are more common, a little bit more expensive, they have money 
on board, developed a relationship, different from distributor, 
and it helps with MEDIA (or other funds), and it can lead to 
coproduction etc. Step into relationship. 

 
What do you do, when you have this project, and not part of the FORUM? 

• Engage that person on the hallway. Show them your project. 
Have something to show.  Do not harass. Maybe Amsterdam 
(because of the FORUM) is not the best place to do it, get to 
know the people and do it in other, smaller scale places. 
Important to get a feeling of what’s going on, IDFA gives you the 
big picture. 

• If you can really find money in your own country it is difficult to 
get money from other countries. CE may create relations, 
networks, but if you don’t have that support it is more difficult. 
 

Best resources among the people around you, what is going on, work on 
telling the stories better.  
Keep storytelling sharp. What’s the story? How much exposition is 
enough? How much is too much? See how your colleagues tell your story. 
First step to work internationally, link up with people around you, before 
bringing it to the next level.  
 
(Round tables in FORUM, they sign up to your project, potentially 
interest) 



 
FEEDBACK: very constructive, quality critical analysis and market 
intelligence.  Important element of surprise. 
Non fiction: in fiction never gets better than the script, in documentary is 
always getting better than the script; nature of documentary.  
 
Pre-buys: making sure that the level of quality on the shelf is maintained.  
Take part of the responsibility, take the risk, security quality. If is a 
success you lock it, so instead of paying the normal fee you may pay 
triple because it is a success. It is also about being involved in the 
project, and then invest. It is interesting for a producer to pre-buy than to 
sell it when it is also finished. It is also about quality, maybe having few 
financers but, that they’re the good ones (may the connections), the right 
ones, maybe is more important. CE they’re can be great editors, they 
hear what you said, and see what you’ve got, and can tell you things you 
don’t know, they help you realize your vision, interesting element. 
Interest in the people, person you want to work with.  
What sort of money, and it what stage or when? 
10% 20% fee of acquisition fee, pre buys let you access to other national 
and regional funds.  Co production if you have to expend a lot of money 
on that project on that country you’re working on. It is important too to 
know how you spend your money and why in each country. 
Sales agents can get envolved in the production, check them out with 
your films, they can give you feedback, if they see potential for their 
portafolio they can give you support too. 
 
Filming before financing?: depends on the budget; close financing if it 
necessary if the project is expensive, more personal it is better to see 
something, he can start shooting, and the money is for keep shooting. 
 
Small can be beautiful: (finnish) they give little money, (Ikeveka Latvio?) 
but it is a good people to have on, and may be a flag to more investors to 
be on the film. 
 
Though times, less competition. But up and downs, example, French 
television interested in documentaries (For example ARTE). You don’t 
know about this business, be afraid.  
 



Georgy the Butterfly:  Bulgarian film, pitch story, of how someone got 
money because the project was good and that guy didn’t have and idea fo 
how forum was.  
 
PITCH: opportunity to put yourself out there and try it out.  
 
LISTEN. and then decide, never get to a first meeting and say great. 
That’s it. You have to find out what your opportunities are and never say 
yes to quickly. With sales agents, important that your project make some 
logical sense with their portafolio.  
 
PREBUYS: letter of intent, is real, it says they will make commitment, 
letter of interest it is not real.  The big difference is that the intent has a 
figure and the other one don’t. Letter of interests is worth nothing.  
Proper negotiation before letter of commitment even though it is just for 
the MEDIA funding. 
 
If you’re a new filmmaker, team up with a good producer. Producer to 
rely on, see something in this film maker. Proven track record: you know 
there is a certain quality, but the money you give to the movie may go to 
that filmmaker/producer fees.  
Make your project valuable; time, invest it. 
Balance with risk, have a project, take the risk, sniff out if an experienced 
producer is working with you. Be careful, maybe you need a mentor, 
relation with broadcaster. Maybe you need a line producer, to do the 
paperwork, time in documentary is worth a lot of money, and it paysoff. 
Everything depends on your type of project, and the audience you’re 
planning to go for.  
Project selection for FORUM:  TEASER very important.  
Young producer; look for the right team, your strengths and weakness, 
show them, show what you’re able to do. Trailer have to show your eye, 
you can do that.  Self assessment. A new team with a project to develop, 
do not have as only option submitting to FORUM. Look for long term 
sensible way to work.  
BUILD A TEAM AROUND YOUR PROJECT! 
 
 



INDUSTRY MEETING: Financing and producing:  
starting smart 20/11/09 10:33 

 
November 20, 2009  
Financing and producing: starting smart 
(with Debra Zimmerman, Mila Aung-Thwin, Heino Deckert, and Olaf 
Grunert) 
 
MILA: 
Pitching; hear, listen to the feedback, lerarn who to pitch, understand 
what they want and what they’re looking for.  
(ex. Nova (PBS) that is a scientific branch / P.V.O. point of view, 
broadcasting) 
DEBRA: 
Important: INTERNATIONAL EVENTS, nacional events, celebrations, 
anniversaries, huge Window to explore: profit them 
 
OLAF: 
INTERNATIONAL COPRODUCTION: important that the Project is already 
supported 
Where to go?  
DOCS DISCOVERY CAMPUS 
YOUR DOC 
EXORIENTE 
-one year events / classes 
-meeting with people 
 
CONTACTING: wise strategy, takes to long to apply (for example ARTE) 
so contact with them, by the closer contact you’ve got, the one that is 
logical to go with. 
 
Sales agent,  
 



INDUSTRY MEETING: Seize the future: The Cutting 
Edge of Distribution 08/12/09 12:58 

 
Keynote: Peter Broderick (Paradigm Consulting, USA) 
 
Traditional model of distribution: not satisfactory. 
 
Old world of distribution:  

• Filmmakers needed permission for distribution, needed a middle 
person for reaching the audiences. 

• Distribution was supposed to be an expert that would help the 
film go widely as possible. 

• 4 problems: 
o Creative control: it goes from the filmmaker to the 

company (distribution), and they can control it for years. 
o Filmmakers do this in the need for theatrical distribution. 

But the theatrical distribution is condition on the first show, 
or first weekend etc.. But if it is not successful you won’t 
get it back 

o Revenues of sales, video, maybe they do not have a good 
distributer (video distributer) 

o Accounting is not what it could be.  (Example The Blair 
Witch Project) 

 
Traditional distribution was in bad shape but there was this new thing. 
 
¿Who is Peter Broderick? 
Distribution Strategist, in the past, filmmakers didn’t have strategies they 
had reactions.  
Now people have to think this way, strategies, audiences, what is the best 
way to get the movie into the world, so he designed a customize strategy 
of distribution, and he helps to develop it. There are different stages, and 
the strategy keeps evolving. It is easier in independent filming. The 
purpose is to have revenues, more wide distribution, and a bigger impact 
in their career.  
 
Creative control and distribution Control 

• To control the way the movie goes into the world. 
• Examples of distribution control. 

 



 
 

MAILING LIST 
o It is important, really important. Make it serious because it 

is basic for your work. 
BUILDING A CORE  AUDIENCE 

o Patrons or mentors 
 
EXAMPLE 1: FASTER 

• Moto GP 
• They went to Cannes 
• He became his sales agent 
• They made a flash mob in Cannes with the Moto GP pilots in 

Cannes 
• Moto GP doc, webpage, so no promotion advertisement 
• The audience were no doubt hey were going to buy the DVD, the 

question is how soon 
• Theatrical premire 
• DVD, preview edition (while the movie was still on cinemas) 
• DVD own manufactured, more profitable. 
• DVD distributor, new edition of DVD, collector’s edition 
• Mailing list: of the buyers of the first version, and selled them a 

DVD collector with a free t-shirt, so they bought another copy 
 
Model: HYBRID DISTRIBUTION 
 
Old world distribution 
-distributor in control 
overall deal 
fixed realease plans 
mass audience 
rising costs 
 
New World 
Filmmaker in control 
Hybrid approach (selling directly website and screening and different 
distributors) 
Core and crossover audiences 



Lower costs 
Direct access to viewers 
Direct and third party sales 
Global distribution 
Separate revenues streams 
 
NEW WORLD: more control,  more responsibilities, more risks,  etc. 
 
Principles of the New World of DISTRIBUTION 

• 1- Customized distribution strategy (Ex. 16 right, plane movie, 
he sold the DVD, signed posters, soundtrack, pilot catalogue, 
delayed shipping so you keep the prize high, calendar, give it to 
public television for free, so he sell the ads and made the entire 
budget for the moive back just with those ads) 

• 2- Spit distribution rights 
o After film festivals 
o Theatrical (in bad shape for independent films and 

documentaries). Yo can hire a booker that will make an 
agreement with a movie theater, and having a trailer and 
that’s it. Filmmaker testing theatrical. 

o Theatrical SINGLE SCREENING, rental fee, sell the DVD, 
long life films, lectures 

o VIDEO ON DEMAND, it used to be Paid per View.  
o Tv broadcasting 
o DVD distribution 
o Educational distribution, collegues and stuff 

• 3- Find PARTERNERS and do something directly. Good partners! 
o (example: KING KORN, grant, Kellogs Foundation, 

Theatrical distribution, a lot of publicity, then semi 
theatrical screenings, 150 around the country, awereness 
of that was going to work, public distribution, home video 
company,  PARTNERS, and filmmakers are still speaking, 
they’re doing a sequel and stuff) 

• (note by note: the making of a Steinway Piano. Played the movie 
Theatrically, revues, word of mouth, he only had 10,000 dollars 
for moving the movie around the US. It started to work.  It 
maked money. He selled DVDs in the screenings. Public 
television, and collector’s Version, Educationally.  



o Note by note Ecosystem (audience analysis you should 
have not just older women, young women/men) 

 Steinway dealer 
 Piano tuners 
 Piano students 
 Musicians 
 Crafts and trades 
 Music magazine 
 Piano camps 
 Piano teacher 
 Piano technicians 
 Music school 

• What are you’re objectives: if you’re able to be clear about what 
you want, then you can make a framework that can work within 
your movie. 

• 4- Circumscribe your rights 
• 5- Craft win-win deals 
• 6- Retain direct sales rights (downloads, DVD from screenings, 

etc.) They have to allow it. If not, choose another distributor (ex. 
Helvetica; he build awareness of the movie coming, they had t-
shirts and DVDs to sell, special screenings with a fees (20 
dollars), regular DVD plus a limited special EDITION, he did 
another blue ray collection, and he found out the kind of 
audience he has) 

• 7- Assemble a distribution team: put together a group of people 
that help you create the website, managing the content, ability  
with non-profit organizations, shipping distribution, publicity 
(traditional, online publicity) bring them together, you’re the 
general but profit their expertise. (One night premiere: example 
concentrate  the core audience for a night or two, Spirit of the 
Marathon) 

• 8- Partner with nonprofits and online communities (Robert 
Greenwald, he partner with someone,  hosting screening in living 
rooms o dvd, discussion locally, and Robert he spoke to 
everyone online, and he sell dvds. Then WALL MART (movie) that 
premiere for a week , WALL MART WEEK, working with non profit 
NGO, think to find organizations you can use to help them get 
their goals: how? 



o Link in webpages 
o Review the film and send it to your website 
o Affiliates, encouraging to buy movie 
o House parties 
o Showing at a National Convention 

• 9- Maximize  direct revenues (THE SINGING REVOLUTION, 
Estonia) 

o which audience?  
o Theatrically opening 
o Web page; DVD, book, cds of music, soundtrack 

• 10- Grow and nurture audiences 
o First target (theatrical, video, online) 
o Diversed audiences 
o Where you start is really really important, think about it 

while before you make the movie, while you’re making the 
movie, maybe buy DVDs, nurture audience. Be most 
effective in terms of building audiences. 

 
RAISING MONEY ONLINE (crowd fund) 

• Robert Greenwald: trying to raise money for a movie in Irak 
(Irak for Sale). Raise it on-line. People dedicating the money to 
someone. People gave donations (getting in the end credits) 

• The Age of Stupid: (Fany Amstrong) she didn’t want money from 
distributors, broadcasters, etc. She wanted to be completely 
independent. 

o Donation (credits etc.) 
o Investment (get a profit), a loan that didn’t need to be 

repaid.  
o Thermometers of how much they’ve raised 
o Be generous with the information or what you’ve learn 
o Sign up to the newsletter (irresistible, funny, she suggests 

how she’s been able to track so much money) 
o Carbon footprint 
o Innovative in the  way they did the movie, distribute it, 

etc.. 
o Green carpet premire, connecting cities by satellite, one 

night premiere in US, global premire 
 



HYBRID DISTRIBUTION 
• Trailer of Valentino: Theatrical really well. Good video, dvdd 

wepage, audience: gay and fashion. 
• Anvil: they did the distribution themselves. A lot of festivals, 

Prague, then they sell to  VH1.  
• Star Wreck: finish freaks that decide to do social  film making, 

people around the world to make the movie, special effects 
heavy, 3000 people making it, 300 active in production, 50% is 
contributed by other people. Parody of Star Trek. Total budget: 
16,000. Online for free, sell DVDs, 20 times their original budget 
in sales. 

 
USING THE INTERNET 

• PRINCIPLES SUGGESTED 
o Press cut, the information is so thin, you only go there 

once. 
o Website with content. Content of the content of the movie, 

think how it can be dynamic, coming back. 
o Make it personal, not just your bio, info, contact, you want 

a sense of human being of who’s making the movie. They 
would want to be supportive. 

o What’s the big idea for the website? Have a bigger idea, 
other than promotion of the movie. 

o idea, that is bigger than your film, but that it creates a 
larger idea for the website.  

o Change the content frequently 
o Not to change the info by a web designer, it can start 

simpler and over time it can get more substancial. 
o Not linkin revenues, make it your own 
o Visual  
o Get other people to contribute to your website, get them to 

reach them 
o Concept, and fun for me! 

 
 
INTERNATIONAL DISTRIBUTION 

• New model: make the movie available in the website. 



• Distribution; just for a year you’re giving the rights. But after a 
year you can sell from your website. 

 
 
BE AS CREATIVE IN YOUR DISTRIBUTION: be as creative as you are in 
your filmmaking 
 
Take more RESPONSIBILITY FOR YOUR DISTRIBUTION 
-partnerships! NGO, and common distributors 
 
EXAMPLES IN AUSTRALIA 
- AUS GIRL: series 
-BEACHED WHALE, a minute and a half video 
 
-thecosmonaut.org  
riot cinema (Barcelona) 
-dogwarf 
 
SPECTRUM CUSTOMIZE OF DISTRIBUTION 

• Which are my audiences, get them 
• Decisions out of HOPE not FEAR 

 
 



MASTER CLASS: Eyal Sivan 08/12/09 12:58 

 
ARTICLE, Fragmented Memories of a Spectator (Catalogue IDFA 2009, 
INTRO TO TOP 10) 
 
Master class as a genre, as a frame: 
 
Confrontations of pre existing culture of a spectator to an image: 
controversy, something that is argued.  
Object that can be argued: controversy, how it is used in advertising, PR, 
and how it is used on the opposite way, because it is already controversial 
 
Materiality pre exists ot the desire to made a film 
 
1976, John Smith, “EXPERIMENTAL FILMMAKER” The Girl Chewing Gum. 
(Hotel Diaries) 
 
Reality exists, and I’m in a permanent gave of re organizing it. 
Contradiction of cinema,  specifically  the documentary, a totalitarian  
relation with reality.  
 
With colonialism, with the secular church, and then cinema, and 
documentary. 
Why talking about secular Church?  
Major themes? Victims, horror of human, terror, reality, everything in the 
form of the victim, of the small people. And this starts with the bourgeois 
of Lumière, of filming the one that “suffers”. 
So filming the victim, and the other. 
Why secular church? The function of the icon of a hanged jew (jesus), he 
suffers for us, and give the espectator a great relief, because he can 
sense the suffering of the icon, and make you a women. Documentary 
plays the role of Secular church. 
Critic to documentary that shifts responsibility of the spectator to 
compassion. 
 
Some people wanted to change this, it is not only the desire of be god, 
but also the idea that become the master on reality in fact is to take from 
the spectator the power of revolt. John Smith, while doing film making 
himself a question about what is he doing?  



 
What happens when the questions is not fiction documentary? But making 
the statement I’m doing it. That is controversial.  
Every image was crafted by somebody, somebody wrote here an IDEA 
that it’s trying to inject to me.  
 
(Godard is better to quote than quote his films, because nobody would 
check it) 
 
The conscious that we’re filming somebody, it is being killed. 
Most of his documentary actors are dead when he tries to do the next 
movie. 
Ici et Ailleurs. Jean Luc Godard. 1976 
Articulation with the idea of a tomorrow 
 
RELATION THAT TV DOES NOT ACCEPT 

• Spectator knows as much as I do 
• They want to gives us the hypothesis of power, for being TV the 

one that know (and the filmmaker) and the audience the 
ignorant one. 

• Being in some place, doesn’t make you know. You only have an 
opinion. The discussion is every time between the opinion and 
the knowledge 

• Documentalist are as any other people. They don’t not know 
better, they only have and opinion of a position. Because of the 
refusal of playing as a master, someone may lose the possibility 
of hearing an opinion. 

 
ON THE ROLE OF DIRECTOR 
To have the desire to work about something, that we don’t know how it is 
going to work out.  Something can be born from that desire.  
Havihg the impression that I see something from a different angle, and 
bringing you to  see things on my perspective.   
 
Archive, is not an archive, is a storage, pre exisiting material. 
 
The SPECIALIST (Adolf Eishmann? Don’t know the spelling ) 
 



Question of expertise? 
Nazi, not portrait as in cinema. IN cinema nazis are portrait as they 
wanted to be. 
Controversial figure: the nazi as a mirror 
Film using preexisting material to talk about a  current affair. 
Trial recorded in name of memory AS IF MEMORY WAS A VACCINE FOR 
TERROR  
Eishmann as a CHARACTER 

• He is a normal man, the example of European, representation of 
civilization and politeness. 

• He is not evil nor victim 
• That is why we can’t relate, because it is the average guy in the 

metro that WE DON’T KNOW 
• He is a criminal because of context, the issue of context 
• Controversy about the tool, when the important thing is behind 

it. (applicable a cualquier herramienta, no solo la burocrática, el 
tren, la imagen el internet) 

o Problem with MODERN EUROPEAN  
 The danger comes from the mainstream, and say 

that the extreme is dangeorous.  
 The fragmentation of responsibility, not having a 

political subject. Being a drop in the sea. 
• Einshmann represents th mainstream figure: then LEARN HOW 

TO DEAL WITH THE VANAL 
• primo levy: without the Eishmanns of the world, the Hitler would 

only be meteors in the sky. 
• Burocracy as crime, and this is unverable. We have to accept 

that we don’t know hot to deal with vanality. 
 
ON SOUND 
Sound is another actor (for example and audience) As a question of 
choice 
 
 



FREDERICK WISEMAN: master class 08/12/09 12:58 

 
Wiseman: 
Contemporary life 
Institutional series 

• Provides a boundary, whatever it is going on, it is fit for inclusion 
in the film, and what goes outside, it is another film. 

Crew:  
• Three people, camera, only sometimes additional lighting.  
• Long editing 

 
Talk about as different subjects of life as he can: films, expression of 
insatiable curiosity.  
 
LAW AND ORDER (Kansas City) 

• Going with a hooker and making the arrest, presumptuously at 
the last minute. Woman manages to escape. Later caught her, 
and choke her, to later taling with her. 

• Camera changes behavior? 
o Presence of film crew do not change the behavior. People 

choose ways to be appropriate for the situation.  
o This sequence is an example, the cops acted in a way it’s 

ok for the situation  they were in.  
o Everybody has to have a bullshit meter to survive, 

anybody that treats with people. Similarly when you make 
movies, you try to be aware if people are bullshitting you, 
stop, or not using a sequence. It is rare that people act 
differently when they’ve been photographed. 

o In editing, What it is that I’m seeing? (how is the arrest 
being done, the covered agent to prove the prostitution, 
the violation of her rights; Miranda notice, and having to 
talk if they don’t want to. 

o Permissions? Before shooting, or at the least, afterward. If 
someone objects they have to do it, before, during, or 
immediately after the sequence.  He can’t afford to waste a 
year in a project and having it change because someone 
didn’t like how they were portrait (self serving choice, it is, 
but is his moral choice) If they give permission they 
“know” what they’re giving permission to, they don’t know 



what is going to be afterwards in the movie, that has to be 
balanced with the risk he’s taking for doing the movie. 2nd 
amendment of U.S. law, public behavior, and everything 
happening in GOVERNMENT INSTITUTIONS (tax supported 
institution), to make government transparent. So in those 
case of institutions, he actually don’t need to ask 
permission to. Issue releases and issues of privacy. 

o What in some situations is appropriate is not appropriate. 
Media awareness, people know! They do not allow to fill 
sometimes (question) He doesn’t care. 

o Forgetting his presence, but always the case. Most of the 
clients (in Fairwell) he only saw them once. He can’t 
underestimate the power of NARCICISM. 

o  He spend just a day in the location, before shooting, the 
shooting of the film is the research. 

 
BASIC TRAINNING (Fort Knox, Kentuchy) 

• Why he edit it this sequence like this? 
• 7 minute summary of a 5 hour shooting, what did I learn of it? 
• Editing the scene as a dance, trying to suggest how it is a 

connected to a more primitive ritual. Army know how to bring 
that primitiveness, in order to bring a civilian into a soldier. Not 
only nature of the training, but also the need to train people so 
to do the things that were necessary in order to kill. Late 
afternoon and evening, wide shots, and close ups, he had a big 
variety of the sequence. Some way to unite this shots( (70), 
sound! Crickets, their rithm and the sound of the machine guns, 
music for the primitive dance. Also the marching song, to show 
the way they expressed they’re desire of not going into war. 
There is not actually a emotion being expressed, so that is why 
he doesn’t talk about it. 

• Often the case in this movies, form the literal to what is 
specifically is happening, to a more abstract stage of what is 
actually happening. 

 
BELFAST (Sardine factory) 

• Why is this sequence cut the way it is? 



• If he wanted to talk about the Sardine Factory in Belfast, he 
would’ve shoot a wide shot of the factory and the assembly line. 

• He did it this way to talk about the nature of industry, machinery 
and how to is to work in this place for 5 days a week. 

 
AUDIENCE: 

• He do not have any anticipation about it. He doesn’t know how 
to think about and audience because he has enough trouble 
making his mind up. He doesn’t want to be condescending. He 
wats them to be smarter, not looking for the lowest common 
denominator. 

• State films in less than 25 words, or less, teres is no point in 
making the film. 

 
STRUCTURE 

• Editing like writing say issues with his material.  
• He makes hypothetical situations, what he may find and making 

clear he doesn’t know what he will find (in paper for presenting 
the project). 

 
ON WELFARE 

• Documentary is about choices (and about you’re characters 
choices) 

• Speculation of what type of shots to use. 
• He wanted to show the variety of people, and the big articulation 

that bureaucracy is. 
• Interpretation of a reality 

 
ON INTERVIEWS 

• Maybe you can reveal more facts, but no more complexity, or 
drama, in every day aspects of life. 

•  They stop movie in its tracks. 
 
ON MONASTERY FILM (check out which is it) 

• Levels of authority 
o B/W low  



ARCHIVAL REVIVAL (master class) 08/12/09 12:58 

Bert Hogenkamp (moderador) 
Dariusz Jabloriski. Ditteke Menskink, Gerard Nijssen, Jay Rosenblatt, Eyal 
Sivan, Belinda Harris, Uli Stelzner, Jeffrey Shaw. 
 
Privatizing memory: archive issues. 
Bert Hogenkamp; 
1st part:  filmmakers, creative use 
2nd part: archives, institutions, using them 
 
Dariusz Jabloriski (War Games) 
-how he use it 
-game like use of it 
How did he get here:  
Difficult access to information,  to character; character died. 5 year 
proyect, with the material that he had from archives.  
Theme / subject: the war games to show a secret plan during Cold War. 
New way of showing the plan through videogames, two or three 
dimension animation (difficult to relate people from documentary and 
computers) 
Archive can be resolved outside of the archive. Best way to use the most 
modern technology to use or to know  archive in a way. 
[details sometimes reveal the essence of something] 
 
Ditteke Menskink / Gerard Nijssen (Farewell) 
Archives, reconstruction of a trip around the world in a Zeppelin (Lady 
Grace), no interviews. Film entirely made on archive footage. Archives 
inspired a story, and the story inspired the search for some specific 
footage. 
Film researcher (Gerard Nijssen)  
More than 100 hrs. archive material. Discussion about which material to 
use, which world to portrait, story necessities,, materials,  
Minimize your creative freedom. Part of the creative process is to deal 
with copyright problems. 
Uses an actress for Lady Grace voice, but it doesn’t matter if it resembles, 
the thing is that it appeals to audience (director). 
Film researcher; lock him out for the last two week of the process. 
 
Jay Rosenblatt (Darkness of Day) 



Found footage, some of the images copyrighted, hired lawyer and making 
a case for fair use. Percentage, use (critic, transformative), affective 
commerciality of the footage, etc.. are aspects that have to be 
considered, for fair use. 
Creative process: both ways, footage/ image triggers the idea of the film, 
or the other way around. Look for footage that evoke even remotely the 
theme of suicide.  Literal images, metaphor, the poetry of the image,  not 
journalistic way. 
Personal archive, and other archives (San Francisco).  Make the film and 
then know how to finance it.  
(sometimes) It is cheaper and faster to go  through a film researcher than 
to go to archives by myself. 
He doesn’t look for specific images all the time,  general images, or 
experience juxtaposition of images that gives you something, audio or 
visuals taking the lead. 
In this movie, making work images that were in his head.  
 
THE MAN WITH THE MOVIE CAMERA (the remake, DOCSlab) 
Moved from the archive to the database. Different versions,  
Vertov at the adge of Youtube 
 
2nd Part 
 
EYAL SIVAN (Jaffa) 
 
What is not archival footage?  

• Notion of archive (institution) and archive the creative telling of a 
story 

• Counter story: institution deviation. Make another archive, 
ARCHIVE (etymology: the beginning) Showing another 
angle:interpretation. 

• A PROBLEM IS SOMETHING THAT HAS A SOLUTION 
 

• ARCHIVES AS CEMENTERIES: film examining the changing of 
image. 

• Proyection of an image 
o Orange 
o The people of Israel 



• Conflict because of the reading of an image.  Archive is just a 
side of reality, the research for images. 

 
JEFFREY SHAW 

• Designer T-visionarium (installation) 
• Cinematic Engine 
• Lego blocks of clip of images of 24 hours of random programs in 

Australia 
 
BELINDA HARRIS (focal) 

• Archive services (right clearence) 
• To know how does dair use works – ways of using it 
• Censorship, is charging to much money for the material 

 
ULI STELZNER 

• (movie) La Isla, Archivos de una Tragedia 
• Police archive in Guatemala 

o Restrictions: not shooting faces of people, documents, etc.. 
• Initiative: to make an archive independent of Guatemala 

Rap Maya: rapper speaks about the information of the archive as he 
worked there as well 


