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Liebe Leser

im letzten Editorial hatte ich ge-
schrieben: ,Es wadre jedoch
schon, wenn sich vielleicht spa-
ter diese Kritik (von John Truby,
A.G.) doch noch in einem Bei-
trag niederschlagen sollte oder
sich aus John Trubys Artikeln
eine Reihe von Beitrdgen erge-
ben wiirde, in der Mitglieder mit
dramaturgisch geschultem Auge
aktuelle Filme rezensieren oder
zu Rezensionen Stellung neh-
men.*

Wir freuen uns, dass wir in
dieser Ausgabe nun einen Bei-
trag von Roland Zag zu Trubys
Besprechung von MYSTIC RIVER
bringen konnen, die Kritik der
Kritik sozusagen. Wir wirden
uns noch mehr freuen, wenn
sich der damit begonnene Dia-
log zwischen Lesern und e-zine
noch weiter ausweiten wirde
und uns weitere Beitrdge von
Mitgliedern erreichen wiirden.

Denn das ist eines unserer
Anliegen mit dem e-zine: Fur
VeDRA-Mitglieder eine Buhne
zu etablieren fur den Meinungs-
austausch zu fachlichen The-
men.

In Dagmar Benkes ,Spat-
sommerbrief* war zu lesen:

»,Renés  Erfahrungsbericht
(von der Tagung , 700ls for
European Scriptwriter Train-
ings* (TEST) in Valencia, A.G.)
Ioste bei den Ubrigen Vor-
standsmitgliedern eine lebhafte
Diskussion (ber die Fragen:

,Gibt es eigentlich eine europai-
sche Dramaturgie? Und wenn ja,
wie sollte sie gelehrt und gelernt
werden?* aus. Dabei konnten wir
alle die unterschiedlichsten Er-
fahrungen Gber die Teilnahme
an deutschen und internationa-
len Drehbuchprogrammen ein-
bringen. Ebenfalls diskutiert
wurde die von Julian Friedman
in Valencia vorgetragene These,
es werde einfach viel zu viel aus-
gebildet.”

Wir bringen diesen Beitrag
von Julian Friedman in gekirz-
ter Form, auch den im Spat-
sommerbrief erwahnten Vortrag
von Antoine Jaccoud ,,Between
the bull and the chameleon.
How to understand somebody
else's project from the inside
without talking about oneself?,
wenn auch nicht Ubersetzt, son-
dern auf Englisch als Nachtruck
eines Artikels, der auch in Julian
Friedmans SCRIPTWRITER
MAGAZINE erschienen ist. Die
Zusammenarbeit mit  Julian
Friedmann erlebt hier also eine
erfreuliche Fortsetzung.

Die Frage ,,Gibt es eigentlich
eine europdische Dramaturgie?
wirden wir eigentlich gerne mit
euch im e-zine diskutieren. Uber
Beitrdge dazu wirden wir uns
freuen.

Viel Spal beim Lesen wiinscht
Andreas Griinberg
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AUSBILDUNGSPROGRAMME FUR AUTOREN

The Emperor’s New Clothes

von Julian Friedmann

Part 1

You all know the story THE
EMPEROR’S NEW CLOTHES by
Hans Christian Andersen.

Once upon a time there lived
a vain Emperor whose single
passion in life was to dress in
elegant clothes. He changed
clothes almost every hour and
loved to show them off to his
people... Everyone said, loud
enough for the others to hear:
”Look at the Emperor’s new
clothes. They’re beautiful!”

But then a little boy, noticing
that the Emperor actually had
no clothes on said, with the
truthfulness and innocence of a
child, "The Emperor is naked!”
and all the people agreed. The
story finishes: "But the Emperor,
realizing that the people were
right, could not admit it.”

This may not be an accurate
metaphor for the state of script-
writing training, but it might be
closer to the truth than many
trainers would K
be prepared to
admit.

We need to
assess whether
or not we are
being success-
ful as trainers in two different
ways: firstly, are we individually
as trainers, or institutions that
provide training, being more
successful than we were in pre-
vious years? If this research
could be done, perhaps with the

Audiovisual  Observatory, it
would be of considerable impor-
tance.

Secondly, if we look at how
well or badly we in Europe are
doing in the global audio-visual
marketplace, using figures from
the Observatory, the answer is
rather badly. About five years
ago the audiovisual balance of
trade deficit between the EU and
the USA was a little over $3 bil-
lion a year. Last year it was over
$8 billion.

In other words we spend $8
billion more on their audiovis-
ual products than they spend on
ours. By this statistic we are in
pretty bad shape as far as com-
peting in the global marketplace.

You might argue that there is
a vital cultural remit we all must
observe and encourage, such as
the writing of films and televi-
sion drama that are culturally
specific but might not work in-
ternationally.
However, the
answer to this is
that we can
sometimes suc-
ceed  globally
(think of all the
small films from Denmark that
have performed so well world-
wide), but we do not do so very
often. The reason is not the sto-
ries we try to tell, because cul-
turally specific stories travel per-
fectly well if they are told in an

accessible and engaging way.
The problem I believe lies in our
failure to distinguish between
the story and the way it is told.

There is a major economic
problem facing all of us — our
industries are not profitable
enough to invest adequately in
the development of the stories
for the films and dramas we
wish to make. We tend therefore
to be less demanding of and less
ambitious for our scripts and
stories than we perhaps should
be.

Are we approaching script-
writing training in the best way
possible? To begin with | would
like to look at the questions: can
scriptwriting can be taught ef-
fectively? Are we selecting the
right people and are we training
them in the right ways?

Then I would like to look at
what | believe are some miscon-
ceptions of the role of the crea-
tive as opposed to the analytical
process that much great writing
demonstrates.

But first, where should we
start? An old joke nicely illus-
trates this problem facing our
film and television trainers. A
couple of young European
scriptwriters are driving across
the USA from East to West, on
their way to California and Hol-
lywood, when they become lost
in the desert in Arizona.

Ausbildungsprogramme fur Autoren: The Emperor’s New Clothes
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They stop at a rundown gas
station — which looks as if it
came from the 1946 version of

— and ask the unshaven
attendant sitting in the shade by
the old pumps with a straw in
his mouth, if he could tell them

how to get to the road to Los

Angeles. ”Ah,

yeah, well...”

he says, "l

wouldn’t start

from here!”
There has

not been a %

significant improvement in the
quality of scripts over the last
decade, so is there perhaps
something wrong with the place
from which the process of train-
ing the talent starts?

Whether the problem lies
with the talent (those who want
to be writers), or with the teach-
ers (many of whom also want to
be writers), is difficult to say. We
keep hearing phrases like ‘train-
ing the trainers’ bandied about
as if repetition will make it come
true.  In  issue 10  of
SCRIPTWRITER, Bicat &
Macnabb noted that, “the pre-
sumption is that if we keep
training and retraining the writ-
ers endlessly to write and rewrite
to some mystical blueprint, we’ll
somehow achieve a great artistic
and/or box office smash.”

I believe that we need to face
the unpalatable truth that the ef-
fective teaching of scriptwriting
is very difficult. Since scripts are
stories about people, what
should be taught to those wish-
ing for careers as scriptwriters is
psychology, in particular, the
study of human behaviour and

motivation. These are recog-
nized academic subjects and can
be taught accordingly. Script-
writing is not an academic sub-
ject and should not be taught as
one.

The dominance of structure
as a central tenet in the teaching
of scriptwriting has attracted

those students
with  analytical
skills rather
than creative
skills.! ~ What

aspiring script-
writers also
need to be taught is the collabo-
rative nature of the craft?
Unlike other creative occupa-
tions, many of which tend to be
solitary  (writing of novels,
painting, sculpture), scriptwrit-
ing is best done in collaboration
with others on real projects. In
order to collaborate effectively
and successfully, student script-
writers must learn the indus-
tries’ requirements and modus
operandi. By and large, such
craft skills are not academic sub-
jects and are best learned on the
job, in the real world.

Equally  important, and
something that cannot be
taught, is life experience. Most
universities are like safe havens
away from the real world, likely
to prevent students from gaining
the life experiences that come,
for example, from a gap year in
some remote place where new
resources have to be found from
deep within or even from a de-
manding job (including parent-

ing).

! See Jiirgen Wolff on the need for more right-
brain writers in SCRIPTWRITER, issue 1.

2 See Lucy Scher’s article on key problems of de-
velopment in SCRIPTWRITER, issue 11.
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If the quality of scripts (or
the quantity of high-quality
scripts) is not significantly in-
creasing, it would appear that
the academic teaching of script-
writing is failing the industry
because the number of students
has increased tenfold in the last
decade. No one can seriously ar-
gue that the British film industry
is in good shape. If it is in better
shape than it was five or even
ten years ago, it could be be-
cause of strategic support sys-
tems for tax-benefit financing
and the UK Film Council’s lar-
gesse. But the great scripts are
not there.

However, in the opinion of
many, there is actually an in-
crease in the number of badly
written scripts that circle around
industry desks. There are now a
vast number of scripts that will
never be made or even be con-
sidered for optioning.

What we are witnessing is the
rapid growth of an unregulated
training industry, made up of
increasing numbers of courses
offering to train virtually anyone
who wants to learn to write
scripts, and this has resulted in a
huge script mountain. As more
and more ‘students’ choose to
be trained to write scripts, so
new courses are made available,
giving the academics and train-
ers a more secure living. Are we
also failing to train the trainers
in the right way?

Many people | know will not
thank me for saying this, but I
believe that the most important
reason for the failure of the Brit-
ish film industry to achieve
some kind of lift-off is the fail-
ure to train the right people in
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the first place in the right way.
This is why there is a lack of
good scripts and it is primarily
this, not the acknowledged lack
of access to screens for British
movies, which is holding the in-
dustry back. And the same is
largely true all over Europe.

There is an ever-increasing
number of ‘students’ willing to
part with substantial sums of
money for both long and short
courses. Could it be that the ex-
ponential growth in numbers re-
flects refugees from the ubiqui-
tous and bland media courses
that are finally being derided?

It is obvious that if we could
select more talented writers and
train them in a more effective
way, we would have a more
profitable and globally success-
ful film industry. Poor scripts do
not mean that more training is
necessary for more people. | be-
lieve that what we need is differ-
ent but better training for fewer
people, those who can demon-
strate craft skills, knowledge of
human behaviour and storytel-
ling ability. Offering training to
all-comers is not good for the
health of our industries.

The standard must be raised
so that only the best make it to
the top. At present this is de-
monstrably not the case with
hundreds  of  scriptwriting
graduates coming on to a mar-
ket that doesn’t respond well to
what they have to offer. Unless
the standard is raised, we will
not find and nurture the writers
who have both the storytelling
talent and the determination to
master the craft skills. This may
be elitist, but then the democra-
tisation of access to training

seems an unrealistic indulgence
when dealing with a vocational
skill like scriptwriting.

A successful feature film
script is one of the most difficult
forms to write, far more difficult
in my view than a novel or even
a stage play. Yet a lemming-like
wave of people are encouraged
to attempt it, as if giving en-
couragement is unquestionably
desirable in a civilised, democ-
ratic and culturally sophisticated
society. | believe it was Pauline
Kael who said of Hollywood that
it was the only place you could
starve to death from encour-
agement. People need to be de-
terred from scriptwriting as a ca-
reer by making it very clear how
difficult it is to succeed, rather
than opening new courses across
the ever-growing EU in the hope
of discovering a rare talent al-
most by chance.

Can an 18-year-old reflect or
refract the subtleties of life as
well as a 40 year old? The 18-
year-old may have a sensibility
about what youth say and do
(something that can be re-
searched by older writers), but
my money is on the older writ-
ers who face ageism more now
than ever before, not on the
younger writers so proficient in
structure and the formatting of
Final Draft.

The industry has apparently
failed to grasp the importance of
demanding higher standards in
the training of new writers. It
has far too little interest and in-
fluence on what is taught to
whom and how. The industry —
not the academics — is to blame
for this. The industry — not the
academics — should be more in-
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volved in determining the vali-
dation and accreditation criteria
of degree courses.

Do other industries allow the
academic community such free-
dom to dictate what is taught
and how? If you want to be a
doctor, engineer, architect, etc.
there is a close overlap between
the appropriate industry organi-
sations and academia. Is it be-
cause scriptwriting is essentially
a freelance occupation that the
film and television industries be-
lieve they cannot have more in-
fluence in what is taught and to
whom?

Perhaps not enough of the
trainers are sufficiently involved
in the industry. A second-year
scriptwriting undergraduate do-
ing work experience in my office
as part of her degree course
looked blankly at me when |
asked if she regularly read the
trade papers. Did she imagine |
meant Builders’ Weekly? How
aware are her teachers about the
importance of industry knowl-
edge? Some teachers of script-
writing are themselves working
writers, but freelance writers
tend to have a modest range of
industry experience (and there is
no proof that writers make the
best teachers of writing).

One university where |
taught was upset when a couple
of students gave up the course
because they were offered so
much commissioned work from
television  series that they
couldn’t do both. The university
was concerned that it would lose
the government subsidy for the
students. | tried to reassure
them that we should aspire to
lose all the students this way be-
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cause then the course would be
the most successful in the coun-
try and the university would
have the pick of applicants.
Funny, they didn't seem to
agree!

Does it matter that the great
majority of those who want to
write scripts are determined to
become feature film writers,
even though it is pitifully obvi-
ous that there is very little likeli-
hood of them actually earning a
living by doing so? There are not
enough features made in
Europe; our broadcasters don’t
do enough singles and most of
the prized mini-series or two-
parters are given to fairly experi-
enced writers.

So, should public funds be
spent training the wrong people
in skills or for jobs that don’t ex-
ist? How many of the courses
utiliz-
ing
govern
ment
fund-
ing
ade-
quately
recog-
nize

that — in career terms — it is tele-
vision that is critically impor-
tant. Television, soaps especially,
are seen by most would-be script
writers and the majority of aca-
demics teaching scriptwriting as
a poor relation to the feature
film, despite the ability of soaps
to attract and communicate with
millions of viewers night after
night. Is it that a movie is so ap-
pealing because it is assumed to
be the work of a single voice and

is therefore far more self-
aggrandising? Does the collabo-
rative nature of team-writing
and serial writing seem like a less
fulfilling activity, so attracting
fewer egos?

We should not ignore the
importance of ego here. Writers
need egos to face the glaring
white page, to be prepared for
the hobnailed boots of less liter-
ate mortals who misread and
misunderstand  their  work.
Older writers complain that the
commissioning editors and pro-
ducers seem to be younger with
every passing year and it is well
known that those who
greenlight are sometimes afraid
of writers who know so much
more than they do.

Furthermore, we should not
ignore the needs of academics,
many without security of tenure,

who must not only
continuously publish,
but must increase the
numbers coming to
their courses or they
may be forced to make
a living in the real
world. But all the ef-
fort and subsidising of
the training of script-
writers is not produc-
ing that many notable scripts.

As | mentioned in Issue 11 of
SCRIPTWRITER magazine, Brit-
ain — Europe for that matter —
has well-established audiovisual
development industries, but
since there is virtually no pro-
duction industry, there is not
much of a distribution industry.
Our actors have few starring
roles, so we don’t have the stars
to open movies across hundreds,
never mind thousands of
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screens. This is the result of a
lack of great scripts.

We frequently hear people in
the media or on its fringes say
that there is nothing good on
television. Writers, in particular,
like to say this, as though deni-
grating the work of others will
enhance their own. No commis-
sioning editor actually chooses
to make a bad programme
badly, so why do so many peo-
ple, especially those wanting to
write feature film scripts, speak
of television in such a deroga-
tory manner? Is it partly their
way of justifying the dubious ra-
tionality of their desire to write
feature scripts when they know
in their heart of hearts that this
is quixotic, that few succeed and
that they won’t earn a living?

Telling stories needs experi-
ence of living. Over thirty years
of working with writers has
proved to me beyond any doubt
that there are as many talented
writers who have never formally
studied scriptwriting (or been to
any place of higher education)
as those who have. This is not to
say that a degree in scriptwriting
is not worth having. If it directs
the students to the needs of the
industry, if it provides them
with responsive and informed
script editing, and ensures that
they graduate with a fat portfo-
lio of scripts in various genres
and formats, and a decent list of
top industry business cards, then
it is certainly worthwhile.

I am not arguing that train-
ing is a bad thing. | am saying
that the bad training of students
who should not have been se-
lected in the first place is not
good for the industry. Short
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courses tend to provide a facile
understanding of jargon rather
than the underlying nature of
screen communication or of
human behaviour. Unless a
script says something about the
human condition, the structure
of its acts will not make it into a
good story. As Lajos Egri so ele-
gantly demonstrated in his book
THE ART OF DRAMATIC
WRITING over sixty years ago,
the story (plot) must come out
of the characters, not the other
way round. The subtitle of his
wonderful book sums it up so
brilliantly: It’s basis in the Crea-
tive Interpretation of Human
Motives.

The best training for writers
usually involves the process of
writing and developing real
treatments and scripts
in real time with real
industry personnel re-
sponding to their work.

Rather than importing

so many films because the audi-
ence clearly enjoys imported
movies, the industry needs to
find a more effective modus op-
erandi with the trainers if writ-
ers are to play their part in re-
versing the hegemony of popu-
lar American films.

At the moment Europe has
small film industries that require
constant government subsidy,
and training industries that pro-
duce thousands of graduates
who see their hopes and dreams
of having their names in lights
dashed. These two industries
must sing from the same song
sheet because paid writing jobs
are more difficult to find than
work as an out-of-the-way pet-
rol pump attendant in a desert,

but at least the petrol pump at-
tendant knows how difficult it is
to get from there to here.

In the second part of this article
I would like to look more spe-
cifically at the creative process.
Did Shakespeare or Chaucer or
Jane Austen or Ibsen know
much about the underlying
structures which we are end-
lessly told are necessary to write
a great story?

When a film or novel is ana-
lysed by critics, teachers (or stu-
dents as part of their degree
courses), and the hidden struc-
tures, the act breaks and scene
breaks are revealed, what do we

assume about the writer of the
script? That they thought this
through analytically, decided ex-
actly where to put the scene and
act breaks?

In other words do all writers
need to be conscious of what
they are doing when they write?
Or are some writers — pace
George Orwell — more equal
than others?

There is clearly much great
scriptwriting that precedes Jo-
seph  Campbell, Syd Field,
Robert McKee et a/. So if all the
early writers didn’'t know that
they should do what scriptwrit-
ers today are being exhorted to
do, how did they manage to
write to the blueprints much
loved by the structuralists, the
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stories much-loved by the pub-
lic?

When early myths are ana-
lysed and shown to be similar in
structure — before Joseph
Campbell, Chris Vogler, Syd
Field, Robert McKee explained
what the structure of storytelling
is or should be — how did the
early storytellers create such last-
ing stories without the training
so prevalent today?

Had they read Vladimir
Propp, or Aristotle? Or did they
manage to write well because
they had learned by absorbing
the essence of storytelling from
the stories they loved?

Stephen Cleary, the head of
ARISTA, notes in an article in
issue 17 of ScriptWriter. ‘Cur-
rently the king of paradigms for

the action movie is the ‘Mythic
Hero’s Journey’ as popularised
by Christopher Vogler out of Jo-
seph Campbell out of James Fra-
ser out of Vladimir Propp and
the Russian formalist ethnogra-
phers of the late nineteenth cen-
tury. The idea that the Mythic
Hero structure is a Hollywood
construction  is, ironically
enough, a myth.’

Cleary goes on to say that
‘...the first problem with all
these guys, from the Hollywood-
friendly Vogler to the egghead-
only Propp, is that the gurus use
the Mythic Hero structure as an
analytic rather than a creative
tool. So a Mythic Hero struc-
tural paradigm might be a good
way of analysing the story once
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it’s written, but it's much less
useful as a starting point.’

The process of deconstruc-
tion may not actually be of as
much help in the creative proc-
ess as some think, and we need
to look at who is doing the writ-
ing and who is doing the decon-
structing or the teaching to see
the implications of this.

There are two significant dif-
ferences between the cadres of
those writing or trying to write
for a living today, and those a
hundred or even fifty years ago,
and | am not including the ad-
vent of wall-to-wall television or
video and DVD. | am talking
about the fact that there are
many, many more people trying
to make careers as writers and
there are also many more people
making a living teaching the
former to try to make careers as
writers.

From time to time writers’
organizations reveal figures for
how little the average writer
earns. Literary agents, film and
TV production companies and
broadcasters can all attest to the
growing number of submissions.
Yet the State — in most EU coun-
tries — provides greater and
greater support for those wish-
ing to write. This is commend-
able in many respects but it
needs a health warning.

Unless we encourage into
our creative industries as wide a
variety of people and points of
view and interests as possible,
there will never be a multi-
cultural society that embraces
all. In Britain the BBC, like the
police, appears to have made
great strides towards encourag-
ing presenters from all ethnic

backgrounds. However, the en-
couragement of a multi-cultural
array of programmes and films
(like the assumption that impos-
ing some structuralist blueprint
will ensure success) won’'t make
people watch programmes that
they do not find engaging.

There is an inherent conser-
vativism in the art of pro-
gramme scheduling that makes
television — except where the
minority groups have ghetto
slots — inevitably a mass me-
dium. The old Channel 4 was a
breath of fresh air until it — like
BBC1 — was seduced by the rat-
ings game.

Here in Britain there is a
widespread lack of courage
among those with power in the
industry. ITV has shareholders
to please. The BBC has politi-
cians to mollify: there is a natu-
ral tension between ‘kicking
arse’ in Westminster and hoping
to be given another piggy bank
of taxpayers’ money via the BBC
licence fee. Channel 4 and FIVE
are money-making machines so
they hardly come into the equa-
tion despite attempts be more
distinctive.

Investment in feature films
will always be dominated by
profits for the
investors.
Such  subsi-
dies as do ex-
ist in the UK
—the UK Film
Council’s
Premiere and
New Cinema
Funds — are generally too little
to make a big enough difference,
although the growing list of
films supported by the UKFC
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since its advent includes a re-
spectable number of films that
are either courageous, critically
successful or commercially suc-
cessful, even if they are not al-
ways all three at the same time.

So should Mrs Worthington
have suggested that her daughter
become a scriptwriter rather
than actress? And if so, what are
her career prospects?

The recent public and par-
liamentary row in Britain over
the increase in tuition fees at
universities might make both
teachers and would-be students
look carefully at the potential
outcomes. Will the students be
able to earn a living from a
scriptwriting degree?

As a writers’ agent | see many
experienced and  successful
scriptwriters struggle to make a
decent living. Too many of them
don’t respect television suffi-
ciently to convince the produc-
ers and script editors on series
and serials to hire them. Too
many of them focus on their
own authorial pieces, basing
their choices of subject, tone and
setting on what would appear to
be the flavour of the month.

If we best learn to tell stories
simply by hearing or seeing
them, where do
we practise the
skills that great
storytellers
clearly demon-
strate? |1 would
be the first to
argue that de-
gree courses in
scriptwriting are valuable in this
respect, though vocational ex-
perience writing for television is
— in my opinion —better training



| Der Newsletter

than most degree courses in
scriptwriting.

But you don’t need to know
how the combustion engine
works to be able to drive a car,
which is to some extent what the
emphasis on structuralism in
film studies and film criticism is
to creative writing.

If writers use structure as if it
were a formula, or if they don’t
know their characters as if they
were real people, and don’t have
the instinctive understanding of
human behaviour which comes
from experience, relationships,
observation, reading scripts,
novels, poetry, comics, plays as
well as viewing films and televi-
sion drama and theatre, and

generally being nosey about
people, where will they get the
raw material from?

If writers are not driven by
an almost obsessional curiosity
about why people do what they
do, they will be limited in the
richness they can draw from.

The fundamentalist problem
with the analytical approach to
teaching or studying scriptwrit-
ing is that it is like putting all the
bits of a character together,
plugging it — Frankenstein-like —
into the electricity, and hoping it
will come to life.

The emphasis must surely be
on creative skills not analytical
skills. Great storytelling requires
both form and content: struc-
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ture is form; characters and their
relationships are content. Get-
ting the balance right is not easy.

The longer | am in the busi-
ness and the more writers | work
with, the more convinced | am
that unless the characters come
alive no amount of structural fi-
nesse will breathe life into them.
Whereas if the plot creaks and
the act breaks are all over the
place, that can be fixed as long
as we believe in the characters.
Which is why Shakespeare,
Chaucer, Jane Austen and lIbsen
(to name but a few) managed so
well without the analytical tools
50 beloved today by so many.
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Between the bull and the chameleon

If acting like a bull means deny-
ing a writer and their project by
not respecting them; if acting
like a chameleon means denying
oneself — denying the me- by
becoming this other, by being
eaten and swallowed by him or
her, then what animal should a
mentor, coach, professor, script-
doctor (as | am) imitate in order
to understand the projects they
undertake?

The fox, well known for its
cunning intelligence? The dol-
phin who is such a nice fellow?
The turtle whose example can
help us stay calm and work for
eternity? The pig
whose every body-
part can feed a man
to his entire satis-
faction? The gorilla
whose loyalty and faithfulness is
widely admired? Well, 1 do not
think we’ll find any solution in
zoological metaphors.

I would rather suggest a con-
cept which comes from geogra-
phy but is used in psychology as
well: distance.

In order to stay away from
the bull as well as the chame-
leon, we need to establish some
distance between us and the
Other, between us and his or her
story.

In order to work with the va-
riety of different people we’ll
meet during our career, worka-
holic or lazy, alcoholic or tea
drinkers, first-time film-makers

or last-time filmmakers, nar-
cissic ones, depressed ones,
nasty or brave ones, pure writers
or hybrid writer-directors, pure
directors or hybrid director-
producers, pure producers, gen-
ius and non genius...

. We need to establish dis-
tance. In order to work on so
many different scripts and sto-
ries, short films or features, one
page synopsis or two hundred
page semi-novels, first drafts or
last drafts, stories we would love
to have written, stories we
would immediately throw into
the garbage if we could, boring

projects, thrilling stories

. we need to establish dis-
tance. In order to work with
ironical people from Paris,
funny people from Brussels,
lyrical people from Erevan, mel-
ancholics from Geneva or luna-
tics from Cotonou (all these be-
ing allusions to real cases I've
had to deal with)

... We need to establish dis-
tance.

In order, eventually, to be as
good and as effective and helpful
as we want to be, we need to es-
tablish some kind of distance
between them and us, between
their projects, scenarios, stories
and ourselves.
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What do | mean by distance?
I mean not too close and not too
far. This is his— or her — baby,
not mine. There is no ‘other’ if
there isno ‘I’ or ‘me’.

We are mentors or teachers,
or scriptdoctors, or dramaturgs;
we’re not co-writers, we're not
friends (even if we have a few
beers, frozen pizzas and endless
conversations in the process),
we’re not husband or wife, we're
not father or mother.

We're here to help, coach
and support an individual and a
story but we’re not here to cre-
ate and write this story because

the story is

not ours.

Our

our  assign-

ment, has a
context, a frame: it can be a film
school or a production company
or a simple agreement between
two persons. It has a clear pur-
pose: in every case to make a
story better. It has limits: time
limits (a very important element
in order to keep our interven-
tion under control), budget lim-
its, human limits. And all this
could be - or should be- de-
scribed in a contract, oral or
written.

This ‘call for distance’ can
sound cold and dry but | have
tried it the other way — forget-
ting about the distance — with
film students or more experi-
enced writers and film-makers. |

job,
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thought for them, | wrote for
them, | worked for them, | tor-
tured myself for them, all with
no better result than confusion,
frustration and pain.

Mentoring, coaching, doc-
toring should not be part of the
creative process; it should stay
close to it, on the side of it, but
definitely out of it because we
(mentors, coaches, teachers)
need to watch the flow —and not
be drowned by it— in order to
be able to stimulate and orien-
tate it. We need to be safe to
save the patient. We need to
look far beyond the mountains
while the author keeps his nose
in the plate.

Being part of the process, be-
ing in it, being drowned in it, is
always a mistake. We cannot be
in and out at the same time. We
cannot be ex-
pert (ex meaning
out in Latin) and
in the creative
shit, mess and anxiety. This is
impossible, unbearable and it
would be a denial of what is ex-
pected from us.

But how to find and build
the distance, how to find the
good script, how to tune it, and
how to keep the relationship
alive and stable in the process?
Such an attitude clearly requires
considerable resources and reli-
able reserves.

Keeping the distance is al-
ways a fight because being a bull
or a chameleon is unfortunately
a basic pattern of human behav-
iour. On the other hand, we so
much like our job that we can
often be too passionate or too
compassionate, and sometimes
feel the secret temptation to take

the script from the author and
fixing it (changing everything if
required).

In my opinion and from ex-
perience, distance can be built
from two elements. Firstly, our
knowledge, technical skills, abil-
ity in screenwriting, script analy-
sis, dramaturgy and pedagogy,
all help us to be simply and
strongly ourselves, conscious of
our position and role in the rela-
tionship we have with an author
whatever his or her experience
as a writer might be.

| like the expressions ‘script
doctor’ and ‘script doctoring’.
Mentor, coach, teacher or pro-
fessor, we are all are doctors
having to deal with patients. | do
not mean to be cynical in saying
this ; | just mean that the crea-
tive process, like falling in love,

the creative process, like falling in love,

is close to a form of pathology

is close to a form of pathology.
Sometimes the script is sick and
normally we can do something.
Sometimes it is the writer who is
sick and then our job becomes
harder. Very often (I am of
course exaggerating somewhat)
both are sick which makes our
job extremely difficult. In every
case, we are the people whose
job it is to make things — and the
individuals  responsible  for
them — better, and we have to
stay away from every other role
that could divert us from this
mission.

The second element from
which distance can be derived is
professional experience. Experi-
ence reminds us that all the sto-
ries proposed in a film school or
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a production office or an au-
thor’s apartment have already
been told, and that is always
good news because we will not
have to re-invent architecture,
but only help design a new
house.

Being conscious of this real-
ity helps us to acquire distance
because, as you have surely no-
ticed, every story and every
script thinks itself to be first and
unique, like every newborn
baby. Experience also reminds
us that though the people we
meet and work with are unique,
we shall leave them and maybe
even forget them. This should
help us to find distance too and
get rid of the excessive emo-
tional commitment common in
our job. The hardworking and
shy first-time film-maker our
heart wants so
much to help is
not the first such
person we have
met in our career.

The obnoxious film director
who calls us when we are having
breakfast with our children to
tell us that his wife described as
‘stupidly hollywoodian’ the great
suggestions we made last night
to him is not the last obnoxious
film-maker we’ll work with in
our life.

Maybe we cannot fall in love
anymore...

Maybe we cannot be really
angry anymore...

But here is the good news: if
passion, love and hate are not
part of our professional relation-
ships anymore, it means we can
work efficiently; we can work
with some distance; we can work
like a chess player or a doctor
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with all our technical tools and
tricks, and definitely not as a co-
writer.

I will even add what may be
considered a provocative re-
mark. The moment | stopped
thinking of cinema as the only
important form of artistic ex-
pression on this planet, but
rather as one way among many
others to tell stories (and in a
very unhealthy atmosphere
sometimes), | became more per-
ceptive and discovered more
‘zen’ in my job as a scriptwriting
teacher and consultant.

I am still fascinated by what
effective help and sensitive co-
operation can bring about and
I’'m still in love with the virtues
and pleasures of ‘knowledge
transmission’. Feeling like a gar-
dener pouring water in God’s
gardens all over the world can be
very sweet.

I have worked in the dra-
matic writing field for fifteen
years now, moving from writing
to teaching, practising to con-
sulting. Early in the nineties, as
an absolute beginner being just
out of a one-year scriptwriting
workshop with the Polish film-
maker Krysztof Kieslowski, | had
the opportunity to create and
build a complete scriptwriting
course at Lausanne Art School
in Switzerland. This gave me the
opportunity to think about the
writer’s needs while 1 still
needed help and advice myself.
From then on | became inter-
ested in tools, techniques and
devices and their transmission,
and | have never been able to
stop giving time and energy to
teaching and mentoring. For
me, the transmission of experi-

ence is an organic and necessary
part of life and it makes life in-
teresting because of all the peo-
ple, stories, ideas and fantasies
that | meet along the way.

Early on | realised that the
problems any author — young or
old — faces when writing or try-
ing to write are of two forms:
story problems and creativity
problems.

| have worked with Arme-
nian directors as well as Belgian
writers, with Georgian writers
and Canadian directors, and in
every case the situation was the
same: people are faced with
script problems and with crea-
tivity problems. These problems
can be separate but most of the
time they walk and fight to-
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Sometimes it can be someone
whose brain and spirit seem to-
tally unfamiliar with the concept
of conflict. | have faced this pa-
thology in countries other than
neutral Switzerland. How do we
deal with this? Sometimes it can
be someone you would like to
send away for three years to sex
clubs and bars in the hope that
they will learn a little bit about
life and humanity. And last but
not least, you can sometimes
face an even worse case: the
writer who prefers — always for
bad reasons-— to develop story
number 2 (the one about which
everybody feels deeply sceptical)
instead of story number 1 (the
one he/she told so well and with
so much simplicity last night at

gether and are interwoven, the restaurant).

which does not make our job How do we deal with such a

easier. waste of time, energy and
Some- . money?

times the The reality

problem can of creating and

be simply writing— and

writer’s block
for one day or
one week but
sometimes it
needs five years for someone to
write a complete draft (killing
four co-writers in the process)
because of fear of failure and the
desperate search for their own
personal theme. How do we deal
with that?

Sometimes — though this is
quite common — it’s simply a
case of a writer/director who is
unable to think about characters
and characters’ feelings because
he’s so obsessed by actors’
names and camera angles (two
or three years before the actual
shooting).

specifically writ-
ing for film—is
complex, messy
and full of irra-
tional elements. Some of the
problems can be solved by using
the rules of dramaturgy or by a
producer just saying ‘No’ and
‘Basta’. Others can be solved
with more subtle or complex
techniques and an understand-
ing of human nature, while a
few more serious problems can
probably never find a happy
ending.

This is another reason to re-
main distant, cold-blooded and
analytical for such creativity
problems are not ours. We must
not share them like a poor co-
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writer unfortunately has to do
but remain distant from them in
order to analyse and perhaps
find some way of resolving
them.

What a job!

As | said
before, the
men-
tor/teacher/
script-doctor
is the doctor
and the script
is the patient.
The author is a patient too!
Sometimes only one patient is
suffering but most of the time
both are sick and as the doctor,
you have to take care of every-
body!

So it’s time to speak of objec-
tivity because distance and ob-
jectivity are notions which are
very similar to me. Objectivity is
absolutely necessary in our job if
we are to be effective and to be
accorded a high degree of le-
gitimacy by the people with
whom we work. The mentor’s
legitimacy is not difficult to es-
tablish in a well-known film
school or famous workshop, but
it can be much harder in a pro-
duction office where you have
just been hired as a script doctor
for a film-maker you do not
know and who was almost
forced to have to meet you.

Who are you? What entitles
you to speak about someone
else’s script? In the name of
what or whom are you speaking?
What exactly do you know and
what exactly do you suggest?
The more obijectivity you can
show in this confrontation, the
more legitimacy and respect you
will receive and an increased

chance of a not too unhappy fu-
ture.

There is a good side to this
apparently conflictual situation:
objectivity is basically what the
author wants— or needs- to
hear because he
or she does not
need to hear
opinions,  ex-
pressions of
taste or sponta-
neous subjectiv-
ities. The author
has already met enough bulls
and chameleons among his or
her friends and colleagues.

Many vyears ago | worked
with a man who was a film-
maker and a professional moun-
tain guide. During the day we
worked in a house he had rented
for me and in the evening he
drove back home. As soon he ar-
rived, he told or read what he
had done with me to his girl-
friend. She hated everything,
every single word and idea. This
put the guy in a terrible situa-
tion of conflict of loyalty and |
can only say that the mountain
hero was not very strong when
facing women. After a few
weeks, | was fired. A few months
later, the woman was. He now
lives happily with a French tele-
vision star who plays in all his
films.

Objectivity can simply be a
deliberate attitude. Facing com-
plex creativity problems, we be-
have like shrinks who help the
patient establish links between
apparently separate elements.
There is nothing intrusive in this
process. We know the previous
work of the person with whom
we are working. We know the
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actual mess of their new project
in which they seem totally lost.
We can try to go from past to
present, establish links between
them, and then from present to
future, if there is one. We can
work in the same way with
writer’s block. How did it dis-
solve and end last time to allow
the author finally to complete
his or her script? Is it possible to
repeat or recreate the same
situation?

We can work in a similar way
with thematic problems. When
something strange happens with
the theme of a story or a film,
most of the time we can identify
it from the first moment while
the author cannot (neither can
the film critics even after the
film has been released). Telling
an author— with the highest
possible degree of objectivity —
what seems to be his or her real
intimate theme, is a wonderful
present that a mentor can give a
scriptwriter.

Objectivity also works for
script problems which although
numerous, are not infinite.
Dramaturgy is a relatively lim-
ited corpus and it has the
strength and the rationality of a
‘cold” science to which we can
refer like a priest to his Bible.
Problems regarding distribution
of information in the story can
be pointed out with a certain
degree of objectivity, as can
those of conflict and the time
frame.

This allows us to do some-
thing crucial: we can establish
nothing less than a diagnostic
for every story or script that re-
quires help. I have read more
than 100 scripts for RTBF, the
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French-speaking Belgian broad-
caster. In every case | tried to es-
tablish, albeit briefly, an objec-
tive diagnosis in order to help
the writer if their project had
been rejected, as was the case
many times. A diagnosis is a
present. It is a tool. It helps. It
has to. And it does so because it
has at least three aspects and
functions:
It helps to identify and clearly
describes the problems that
will have to
be dealt
with when
collabora-
tion with the author begins.
If properly done (i.e. with a
good amount of objectivity), it
gives the ‘patient’ an external
description of his or her work
to which will be added a list of
what seem to be the problems
with a few suggestions about
possible ‘therapies’ or changes.
Most of the time, a simple,
precise and relatively objective
description of what we have
read is enough to help the au-
thor to realise there is still a
difference or a gap between his
or her intentions and what is
transmitted to the reader.
Last, but not least, it defines
the area, the territory, in
which we will work and stay
with the author should col-
laboration start, and estab-
lishes its purposes and ambi-
tions.

A few years ago at FEMIS,
the famous Paris-based film
school, a student of mine, an Af-
rican born in the Ivory Coast,
had to meet a jury in a short ses-
sion that was intended to
greenlight or not his project. A
famous veteran French screen-
writer was present who did not
say much but added this sen-
tence at the end: *Young man,
you come from a country where
people like spicy food. You

should put much more spice in
your script!” Producers and tele-
vision people can be much more
cruel but the fact was that the
poor student had to rewrite his
script and he did not know
where to start or where exactly
to put the pepper, garlic or piri-
piri!

| give you this example to
show how much I believe in the
validity and the importance of
the diagnosis. Everything will be
influenced by this first scrutiny,
this message sent to the author,
and everything will be influ-
enced by his or her acceptance
or non-acceptance of the diag-
nosis.

Doctors have the Hippocratic
Oath which gives an ethical
frame and purpose to their prac-
tice. We do not have an oath -
maybe we should think about
creating one — but in my opin-
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ion a well-done diagnosis from a
mentor may have a similar
moral and goal-oriented princi-
ple that defines the relationship
between mentor and author.
There should be legitimacy and
trust on both sides and a sincere
desire to try to work in the same
direction.

If the patient recovers, there
is a good script at the end. Crea-
tivity problems will have been
more or less resolved and maybe

there is even a good

film on the screen.

We may even re-

ceive presents like
country doctors did in the past!
I have received very little myself
but for a heavy statue from my
Ivory Coast student at FEMIS
and four bottles of tomato sauce
from a Georgian film-maker
whose mother discovered my
Achilles’ heel.

Sometimes, though, we are
left with (temporary) feelings of
disappointment and guilt per-
haps, but then the distance
comes back and a new ‘patient’
opens our office door...

We are fortunate in at least
one thing: despite the many ef-
forts all over Europe to improve
script health and well-being, au-
thors and scripts still need good
doctors, maybe more so now
than ever before.

Antoine Jaccoud is a writer for film and theatre and a script-consultant and teacher. Living in Switzerlanad, he collaborates
with FOCAL, a foundation for continuous training in the audiovisual which runs programmes all over the world. TEST Is a
Valencia-based programme, the purpose of which Is to create a network of screenwriting trainers, script consultants and pro-
gramme managers, and exchange experiences between them. It is supported by FOCAL and FIA (Fundacion Investigacion
Audiovisual) together with several partners in Europe and the UK. www. test-online.org
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FILMKRITIK

Eine Entgegnung auf John Truby aus Sicht von THE HUMAN FACTOR

Roland Zag hatte seine Thesen dazu, wie Filmemacher den Zuschauer erreichen und bewegen konnen, in friiheren VeDRA
Newsletter-Ausgaben bereits vorgestellt (DER BEWEGTE ZUSCHAUER, NL 02 [ Januar 2003; THE HUMAN FACTOR, NL 07 |
Juni 2004). Er fihrt dazu auch Seminare durch, z.T. auch online. Es folgt seine Stellungnahme zu John Trubys Kritik zu

auf der Basis seines THE HUMAN FACTOR-Konzeptes.

Beginnen wir mit dem Bauchge-
fahl: ich mag nicht, wie John
Truby schreibt. So, wie er die
Autoren abkanzelt, trifft er auch
mich als Zuschauer. Ich fand es
nicht ,Gberwéltigend dumm®,
dass Daves Frau Jimmy im Ver-
dacht bestarkt, ihr Mann kdnnte
das Madchen getdtet haben. Mir
kam es nicht von vornherein
sonnenklar vor, dass Dave nicht
der Mdorder sein konnte. Bin ich
also umso viel stumpfer in der
Wahrnehmung als der Meister?
Ich habe einen anderen Film ge-
sehen.

Damit sei nicht gesagt, dass
Trubys Kriterien nicht sinnvoll
sind. Aber umso mehr muss
man sich fragen, vor welchem
Tribunal denn Trubys Verdikt
Geltung haben soll?! Wo kann er
das Fehlen von Kriterien einkla-
gen, die falschlicherweise nicht
beachtet wurden, wenn der Film
dann doch sein Publikum fand?

Denn ist ganz
zweifellos ein Film, der Eindruck
hinterlassen  hat, zwar (in
Deutschland) keine sehr grofen
Zuschauerzahlen erreichte, aber
dennoch bei denen, die ihn sa-
hen (das habe ich immer wieder
beobachtet) Spuren hinterliel3.
All diese Leute sind also laut

Truby zu beschrénkt, zu mer-
ken, dass der Film in Wahrheit
nichts taugt?!

Ich denke, das Herangehen
muss ein anderes sein. Filme, die
es geschafft haben, ihr Publikum
zu beeindrucken, sollten als
Phanomen in jedem Fall ernst
genommen werden. Nur so
kommen wir dem Geheimnis
starken Erzéhlens auf die Spur.
Und ein Teil des Erstaunens, das

ausgeldst hat,
schuldet sich der Tatsache, dass
der Film offen und dister en-
det— scheinbar ohne den un-
willklrlichen Wunsch nach Be-
strafung des Morders zu befrie-
digen. Hier liegt der Schlissel
zur nachhaltigen Wirkung, und
diesen Punkt missen wir uns
aus Perspektive von THE
HUMAN FACTOR genau anse-
hen.

Deshalb versuche ich nun
hier im Gegenzug den Blick auf
den Film aus meiner Sicht zu
skizzieren — einer Sicht, die sich
erst einmal wenig um Genres
schert, sondern auf das schaut,
was eigentlich zwischenmensch-
lich passiert.

Ganz extrem vereinfacht gesagt,
lautet die Grundformel von THE
HUMAN FACTOR: Intensitat von
Bindungen x Schuld = Emotio-
nale Resonanz

Es gibt viele Félle, wo man
diese Formel erst kompliziert
erklaren mdasste. Doch fir

gilt sie erst ein-
mal ziemlich direkt. Es liegt auf
der Hand, dass eben die genann-
ten wichtigsten Elemente stark
zu splren sind.

Eine Menge von Menschen
in der Geschichte sind eng und
intensiv miteinander vernetzt —
vor allem durch die Tragodie,
die die drei Jungs Dave, Jimmy
und Sean in der Kindheit erlebt
haben. Hier hat Truby eben Un-
recht, wenn er meint, das Ver-
gangene spiele nicht in die Ge-
genwart hinein. Nein - gerade
die Schuldgefiinle der beiden
Jungs, die nicht wie Dave ins
Auto gestiegen und vergewaltigt
wurden, sie sind es, die die Pro-
tagonisten zusammen schwei-
Ren. Das Unrecht der Vergan-
genheit belastet alle drei. Diese
Bindung wird im Verlauf des
Films immer starker. Die
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Schuld, die Jimmy auf sich
nimmt, indem er seinen alten
Freund Dave ermordet, kénnte
gar nicht mehr grofer sein-—
und dasselbe gilt flr das emoti-
onale Empfinden der Zuschauer.

Jeder der drei Protagonisten
ist benachteiligt, erhalt also un-
sere Empathie: Sean wurde von
seiner Frau verlassen, obwohl er
sie liebt; Dave hat das Trauma
seiner einstigen Vergewaltigung
nicht Gberwunden, und Seans
Tochter wurde getotet. Insofern
ist es nicht schwer, den Bewe-
gungen der Figuren zu folgen.
Natdrlich ist Jimmy insgesamt
eine hochst ambivalente Figur,
aber das macht ihn nur umso
spannender.

Die Fak-
toren, die
Geschichten
aus Perspek-
tive von THE
HUMAN
FACTOR
starken, sind
alle gegeben:
gegenseitige
Beitrage (z.B. hilft Daves Frau
Jimmys Familie). Der Gemein-
schaftsfaktor — die drei Jungs,
die sich lange aus den Augen
verloren hatten, riicken wieder
viel nédher aneinander. Auch
zwischen Jimmy und den krimi-
nellen Brudern entsteht eine
starke Gemeinschaft. Der Preis,
den Jimmy zahlt, um (vermeint-
lich) den Tod seiner Tochter zu
réachen, ist unermesslich hoch,
besteht ndmlich in noch einem
Mord, der sein Lebensglick
endglltig zerstoren wird.

Die Bindungsebenen sind
reich bespielt: Familie, Freund-
schaft (nicht nur unter den

Jungs, sondern auch zwischen
dem Polizisten Sean und seinem
Kompagnon), Gruppengefiihle
(Polizeiapparat; Jimmy und sei-
ne alten Kumpanen); Liebe in
verschiedenen Spielarten; die
Bindung an Staat und Gesetz;
die ideelle Bindung (hier repra-
sentiert in der manischen Bin-
dung an Rachegedanken, nicht
nur von Seiten Jimmys, sondern
auch der Jungs, die die Ehre ih-

res Vaters rdchen wollen).
SchlieBlich  ist auch  das
Menschheitsthema beteiligt,

denn Vergewaltigung und Mord
sind Themen von grofRem Ge-
wicht.

Die soziale Relevanz der ver-

handelten Themen (Missbrauch,
Mord) ist hoch. Besonders stark
sind naturlich die sozialen Fel-
der im Hintergrund — nicht nur
die Backstory der drei Jungs, die
sich bestimmend in den Vorder-
grund drangt, sondern auch die
Backstory von Jimmys Schuld an
der Nachbarsfamilie.

Die entscheidende Frage, U-
ber die Truby falschlicherweise
hinweg geht, bezieht sich aus
meiner Sicht auf das Ende. Eine
der Kernaussagen von THE
HUMAN FACTOR lautet schliel3-
lich: jede starke Geschichte sollte
ein Stlck weit eine Losung flr
eine soziale Schieflage anbieten
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(nicht gleich zu setzen mit dem
Happy End). Wunscherfillung
sollte  Wunschverweigerung 0-
berwiegen. Wie sieht es damit
hier aus? Bricht MYSTIC RIVER
das Gesetz?

Ganz offensichtlich ist am
Schluss Daves Morder nicht ge-
fasst. Und dieses offene Ende,
die Nicht-Verurteilung des Ta-
ters bleibt uns scheinbar als Gra-
te im Hals stecken.

Doch sieht man genauer hin,
so sind doch die meisten zentra-
len Winsche des Zuschauers
positiv berlcksichtigt: Sean hat
seine Frau wieder; Daves Frau,
die eigentliche Verraterin, wird
durch  Vereinsamung  und
Schuldgefiihle be-
straft; der Mord an
Jimmys Tochter ist

aufgelost.
Und was nun
den Skandal des

Mordes an Dave
angeht, so miussen
wir nur einen Blick
auf Jimmy werfen,
der durch den Tod
seiner Tochter eigentlich schon
gestraft genug ware — das Wei-
terleben aber mit dem Geflhl
der Schuld an seinem alten
Freund muss ihm schlieBlich
das Leben zur Holle machen. Es
ist aus unserer Sicht nicht so
wichtig, ob Jimmy vor den Au-
gen des Gesetzes zur Rechen-
schaft gezogen wird. wir als Zu-
schauer wissen, dass fur ihn das
Weiterleben kein echtes Leben
mehr sein kann, denn wns st
der Fall ganz klar. Jimmy wird
nicht mehr auf die Beine kom-
men, und das mit Recht. Die so-
ziale Schieflage des Beginns ist
also nicht vollstandig, aber doch

Filmkritik: Der Fall Mystic River
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ein Stlck weit verbessert: we-
nigstens Sean hat eine Chance
auf ein befriedigendes Weiterle-
ben.

Was hier noch zu Buche
schlégt, ist Daves geheimnisvolle
Todessehnsucht. Es scheint fast,
als erfallt Jimmy seinen ge-
heimsten Wunsch, indem er ihn
totet. Hier rihrt das Drehbuch
an  hochemotionale  Téter-
Opfer-Beziehungen, die im
wirklichen Leben immer wieder
in ambivalente, seltsame Ent-
wicklungen abgleiten konnen.
Das ist der starkste Moment des
ganzen Films. Jimmy ermordet
Dave vielleicht auch deswegen,
weil er sein eigenes Schuldgefthl
nicht aushélt. Immer wieder
fragt er sich ja, warum nicht er,
Jimmy, in den Wagen eingestie-
gen ist, der dann sein ganzes

weiteres Leben zur Holle ge-
macht hétte. Um diese Gedan-
ken nicht mehr denken zu muis-
sen, nimmt er womaoglich Dave
das Leben (unbewusst natir-
lich). Dave wiederum /ésst sich
vielleicht ermorden, weil er es
nicht mehr aushélt, den anderen
das Leben zu versauern. Der
Sachverhalt ist komplex, aber
menschlich  hoch emotional.
Solche Verstrickungen kennen
wir und kénnen sie decodieren.
Die einzige Einschrédnkung,
die ich hier machen wiurde, ist,
dass der eigentlich Leidtragende
der ganzen Geschichte, Daves
Sohn, am Schluss zu stark be-
lastet ist. Hier bietet die Ge-
schichte in der Tat ke/ne Entlas-
tung, keine Lésung — und das ist
aus Sicht von THE HUMAN
FACTOR eine schwere Hypothek
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fur das Zuschauergefiihl. Kinder
sind immer die schiitzenswertes-
ten Figuren. Daves Sohn ist aber
am Schluss der eigentlich Arms-
te von allen. Hier— und nur
hier — hatte ich als Drehbuch-
Coach massive Einwénde erho-
ben und dafur pladiert, Dave
und seine Frau kinderlos zu las-
sen.

Gerade ein Drama aber wie
ist so ganz und
gar durchtrdnkt vom Thema
Schuld, dass eine andere Heran-
gehensweise als die des HUMAN
FACTOR mir in jedem Fall un-
addquat erschiene.
Ich hoffe, so einen Anstol} zu
hoffentlich fruchtbaren Diskus-
sionen geleistet zu haben!
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POLITIK

Regionale Drehbuchforderung in Deutschland (1)

von Riidiger Hillmer

Wie berichtet sind die einzelnen Vorstandsmitglieder mit Schwerpunktaufgaben betraut. Riidiger Hillmer arbeitet sich in die-

sem Zusammenhang in das komplexe Feld der &ffentlichen Drehbuchfdrderung ein. Der folgende Beitrag ist das Resiimee sei-

nes ersten Zwischenberichts wéhrend der Klausurtagung des Vorstands im Juni d.J. — Fortsetzung folgt. ..

Die regionale Filmférderung in
Deutschland im europdischen
Vergleich

Der Begriff ,,6ffentliche Finan-
zierung“ bedeutet in unserem
Zusammenhang eine direkte fi-
nanzielle Unterstitzung auf re-
gelmaRiger Basis fur audiovisu-
elle Projekte, deren Mittel durch
den Staat, Steuern und freiwilli-
ge Beitrage bereitgestellt werden.
Steuerliche Anreize sind nicht
mit inbegriffen.> Die Europai-
sche Audiovisuelle Informati-
onsstelle (OBS) erfasst in ihren
31 europdischen Mitgliedslan-
dern insgesamt 169 Organisati-
onen der Filmférderung, davon
agieren 56 auf nationaler Ebene,
die Uberwiegende Anzahl (100)
jedoch auf regionaler oder loka-
ler Ebene. Hauptquelle dieser
regionalen Filmfonds sind die
regionalen staatlichen Instituti-
onen (local authorities, 55%).
Ein weiterer Teil stammt aus
Mitteln  von  Sendeanstal-
ten (26%) und Banken (9%)
sowie des Zentralstaats (7%).

Im Jahr 2003 waren 36 der
100 regionalen Institutionen in
Frankreich angesiedelt, 17 in

® Quelle (auch aller Abbildungen/Grafiken): West-
cott, Tim: Public funding for the film and audio-
visual film and audiovisual sector in Europe: the
role of regional funds role of regional funds. Ci-
néregio Founding Conference, Mons,
20 February 2004 / by Tim Westcott, Analyst
(European Audiovisual Observatory, OBS).

Deutschland, 15 in Spanien und
14 in GroRbritannien. Dennoch
reprasentierten diese 100 Orga-
nisationen lediglich 18% der
ausgegebenen  Fordersummen
(2002). Aufféllig sind die Unter-
schiede in den einzelnen Lén-
dern. Denn Deutschland bildet
mit seiner stark regional ausge-
richteten  Forderpolitik  eine
Ausnahme. Hier stammten 2002
lediglich etwa 32% der Forder-
summen aus nationalen Organi-
sationen, 68% aus regionalen
Mitteln. In allen anderen Lan-
dern, mit Ausnahme von Oster-
reich (49%/51%) ist das Ver-
héltnis genau anders herum. In
Frankreich gaben die 36 regio-
nalen Forderinstitutionen bei-
spielsweise lediglich etwa 5% der
Fordersumme aus; der Rest
stammt von der nationalen Ebe-
ne. In GroRbritannien war das
Verhdltnis etwa 62% national zu
38% regional.

Die Verteilung der Mittel aus
regionaler Forderung belegt die-

se Sonderstellung Deutschlands

im européischen Vergleich. Von

den zehn wichtigsten regionalen

Institutionen der Filmforderung

in Europa sind sieben in

Deutschland angesiedelt:

= Filmstiftung Nordrhein-
Westfalen

= FilmFernsehFonds Bayern

= Filmboard Berlin-
Brandenburg

= Institut Catalade Finances
(ES)

= Mitteldeutsche Medienforde-
rung

= Gaelic Broadcasting Commit-
tee (UK)

= Filmférderung Hamburg

= Nordmedia

= Medien- und Filmgesellschaft
Baden-Wrttemberg

= Filmfonds Wien (AT)

Diese Vorrangstellung zeigt sich
auch, wenn man die Forder-
summen in absoluten Zahlen in
den einzelnen Landern ver-
gleicht. Grafik 2 verdeutlicht die
Ausnahme-

stellung, die

e
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den Summen der Ubrigen Lén-
der einnimmt (2002).

Die mit weitem Abstand
grolite Anzahl der regionalen
Programme dient der Produkti-

—F720n

10,6
i1 10,1

48 36 31 24

3%, der Bereich Scriptwriting
1% der Fordersumme ab.

Die definierten Ziele der
Filmférderung sind zwar auch

onsférderung. An zweiter Stelle
folgt der Bereich ,,Develop-
ment“, also produktionsvorbe-
reitende MalRnahmen, danach
der Verleih. Erst an vierter Stelle

rangieren  Programme  zur
Drehbuchférderung (scriptwrit-
ing).

Es fallt im Vergleich zu den
nationalen Forderinstitutionen
auf, dass der weitaus grofite pro-
zentuale Anteil an den aufge-

iR

47,1%

wendeten Summen flr den Be-
reich Production aufgewendet
werden. Im Jahr 2002 flossen
dorthin insgesamt 89% der For-
dersummen der 20 groRten In-
stitutionen der regionalen Film-
forderung in Europa: 47,1% in
die Filmproduktion, 20,7% in
den  kombinierten  Bereich
Film/TV/Multimedia, 18,6% in
die reine TV-Produktion, 2,7%
in die Kurzfilmproduktion. Der
Bereich Development deckte

O Scriptwriting

O Development

OFilm production
OFilm/TVIimultimedia prod
ETV prod

W Short film prod

l Distribution

U1 Exhibition

kultureller, vornehmlich aber
= Okonomi-

aFrR|  scher Natur.

mES . )

oat|  Die Produkti-

OGB . ..

mse| onstatigkeit in

EBE .

an.| der  Region

04 o3 |goal SOl gefordert,

=mcH  die Entwick-

lung der loka-

len audiovisuellen Industrie un-
terstitzt, die Filmkultur entwi-
ckelt und die Entwicklung von
»Small and medium-sized enter-
prises* (SMES) unterstitzt wer-
den. Auch die Zielvorgaben auf
kulturellem Gebiet sind eng mit
diesen wirtschaftlichen Zielen
verknupft. Es geht darum, die
kulturelle Identitdt der Region
zu behaupten, deren Filmkultur
zu entwickeln
sowie eine
strategische

Leitfunktion

als Représen-
tation fur die

regionale In-
dustrie einzu-
nehmen.

Wie gezeigt, ist nicht die Anzahl
der regionalen Institutionen der
Filmférderung ausschlaggebend,
sondern deren Etat. (Alle fol-
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genden Zahlen beziehen sich
dabei auf das Jahr 2003.%)

Den bedeutendsten Film-
forderetat verwaltet mit ca. 50
Mio € (2002) die FFA. Hinzu
kommt auf nationaler Ebene
noch der Etat des BKM in Hohe
von 10,7 Mio€ und derjenige
der Stiftung Kuratorium Junger
Deutscher Film (2001:
997.755 €). Insgesamt belaufen
sich die Etats der Forderinstitu-
tionen auf nationaler Ebene so-
mit auf ca. 61,7 Mio €. Dem ste-
hen auf regionaler Ebene insge-
samt ca. 128 Mio € gegeniber,
die den sieben bedeutenden
Forderinstitutionen der L&nder
zur Verfugung stehen. Damit
werden etwa 68% der fur Film-
forderung investierten 6ffentli-
chen Mittel in Deutschland von
den grof3en regionalen Instituti-
onen verwaltet. Die groRten An-
teile fallen dabei auf Nordrhein-
Westfalen (37 Mio €, Filmstif-
tung) und Bayern (32 Mio €,
FFF). Mit Abstand folgen Ber-
lin-Brandenburg (17 Mio €, FB-
BB), Sachsen / Sachsen-Anhalt /
Thiringen (14 Mio€, MDM)
und Baden-Wirttemberg (10
Mio €). Die Schlusslichter bilde-
ten 2003 Niedersachsen / Bre-
men (9 Mio €, nordmedia) und
Hamburg (9 Mio€, FFHH).
Hinzu kommen noch einige
kleinere Forderungen wie in
Hessen, Schleswig-Holstein oder
Mecklenburg-Vorpommern, die
hier auf Grund ihres geringen
Volumens nicht bertcksichtigt
werden.

Betrachtet man nun die di-
rekte FOrderung der Stoffent-
wicklung, die meist als ,,Dreh-

* Quellen: Datenbank KORDA der OBS [2004]
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buchférderung* bezeichnet
wird, ergibt sich folgendes Bild
(Kennzahlen 2002): Wieder fuh-
ren die beiden gro3ten regiona-
len Forderer das Feld an. Bay-
erns FFF investierte 579.000 €
(1,8% seiner Gesamtforderung),
die Filmstiftung NRW 528.000 €
(,Herstellung  von  Drehb-
chern*; 1,4%). Interessanterwei-
se ist der Anteil, den die MFG
far Drehbuchférderung ausgab
(313.508 €, 3,1%) bezogen auf
ihren Gesamtetat im Jahr 2002
hoher als derjenige der damali-
gen Filmboard Berlin-Bran-
denburg (310.000 €, 1,8%), die
sich traditionell sehr viel auf ihre
Drehbuchférderung zugute halt.
Jeweils ca. 1,7% ihrer Forder-
summe stecken 2002 die FFHH

(241.000€) und die MDM
(159.500 €) in die Drehbuchfor-
derung.

Die bisher bekannten Zahlen
aus dem Jahr 2003 machen dar-
auf aufmerksam, dass diese Zah-
len durchaus stark schwanken
kdnnen. So verringerte die Film-
stiftung NRW ihre Drehbuch-
forderung im Vergleich zu 2002
um 120.000 € auf 408.000 €, der
FFF Bayern gar um 214.000 €
auf 364.000€. Demgegentber
gab die FFHH 2003 373.000 €
far diesen Etatposten aus und
damit 132.000 € mehr als im
Jahr zuvor. Dabei ist zu beden-
ken, dass diese Schwankungen
auch buchungstechnische Grin-
de haben kann und nicht aus-
schliellich inhaltlich begriindet
sein muss.

Dennoch wird uber die Jahre
hinweg deutlich, dass die direkte
Forderung der Entwicklung von
Drehbtichern bei den Institutio-
nen unter den jeweils verschie-

denen Bezeichnungen einen un-
terschiedlichen Stellenwert ein-
nimmt. Betrachtet man den
Zeitraum zwischen 2000 und
2003, so ergibt sich, dass vor al-
lem die FFHH prozentual einen
bedeutenden Anteil ihrer Forde-
rung fur die Drehbuchentwick-
lung ausgab. Auf den Plétzen
folgen, Filmboard und MFG so-
wie mit durchgehend eher ge-
ringen Anteilen Filmstiftung
NRW und FFF Bayern. Mit
Ausnahme der FFHH war die
Tendenz im genannten Zeit-
raum bei allen Forderern bri-
gens abnehmend.

Der Umgang der regionalen
Filmférderinstitutionen mit der
Unterstitzung der Stoffentwick-
lung ist im Jahr 2002 im Auftrag
der Staatskanzlei NRW einge-
hend untersucht worden. Zu-
nachst schien es, dass das z.T.
verheerende Fazit des Berichts
zur Autoren- und Drehbuchfor-
derung von Arne Birkenstock
die Institutionen nicht zum
Umdenken gebracht hat. Dies
hatte vielleicht auch mit dem
prozentualen Anteil der Dreh-
buchférderung an den Gesamt-
etats zu tun. Denn die erforder-
liche Umstrukturierung der
Forderungsverwaltung  bringt
nur geringe positive finanzielle
Auswirkungen mit sich.

Inzwischen ist wahrschein-
lich auf Grund des zunehmen-
den Kostendrucks auch hier ein
langsames Umdenken festzustel-
len.
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Am interessantesten ist die Um-
stellung der Drehbuchférderung
zurzeit bei der Medien- und
Filmgesellschaft ~ Baden-Wrt-
temberg. Dies bedeutet in erster
Linie eine wesentlich neue
Selbsteinschédtzung der Instituti-
on und ihrer Aufgabe. Sie steht
unter dem Leitgedanken eines
effizienten Controllings, das sich
jedoch nicht nur auf die finan-
zielle, sondern zugleich auch auf
die qualitative Ebene der Stoff-
entwicklungsférderung bezieht.

Von der MFG ist nun nicht
mehr allein das Geld zu verwal-
ten, sondern der gesamte Pro-
zess der Stoffentwicklung inten-
siv zu begleiten. Denn das In-
strumentarium erschopft sich
nicht nur darin, den Autoren je
nach Status unterschiedliche
Dramaturgen zur Seite zu stel-
len. Vielmehr ist ein entschei-
dender Punkt, dass wahrend des
gesamten Prozesses an unter-
schiedlichen Wegmarken uber-
prift wird, ob der Fortschritt ei-
nes Projekts noch mit den Maf3-
gaben Ubereinstimmt, die zuvor
zu der Forderung gefiihrt haben.
Zugleich betatigt sich die MFG
auch bereits im Ansatz als Agen-
tur, die zwischen Autoren und
den Dramaturgen des Pools
vermittelt.

Interessant fir die Drama-
turgen ist dabei der Hinweis in
der ,Hilfestellung zum Ausful-
len des Antrags auf FOrdermittel
zur  Drehbuchférderung  der
MFG*. Darin ist die Rede davon,
dass sich ,,die Hohe der drama-
turgischen Honorierung [...]
nach dem tatsachlichen Zeit-
aufwand und nach branchentb-
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lichen Tagessétzen richten® soll-
te. Aufschlussreich ist in diesem
Zusammenhang auch das Mo-
dell, die FOrderung in den bei-
den Kategorien (a, Neueinstei-
ger) und (b, Absolventen) zu
splitten. Von der max. mogli-
chen Gesamtfdrderung in Hohe
von 60 000 € sind max. 24.000 €
als Zuschuss fur den Autor (in-
terne Sprachregelung ,,Stipendi-
um*) anzusetzen. Der rechneri-
sche Restbetrag von 36.000 € be-
zeichnet eine Maximalsumme
und wird abhangig vom tatsach-
lichen Aufwand gezahlt.

Es wird interessant sein zu
beobachten, wie die MFG die
sich daraus ergebenden Fragen
des Controllings (Qualitat der
Stoffentwicklung sowie Uber-

prifung und Einhaltung des
Kostenrahmens) in den Griff
bekommt. Wahrscheinlich ist es
angesichts des damit erheblich
wachsenden Aufwands inner-
halb der Forderverwaltung ge-
rechtfertigt, wesentlich weniger
Projekte zu foérdern. So sollen
statt bisher durchschnittlich 15
nun lediglich noch 5-6 Projekte
p.a. gefordert werden.

Ebenfalls wird seitens
VeDRA zu beobachten sein, wie
sich die Praxis der ,,geschlosse-
nen Liste* auswirkt, mit der die
MFG Einfluss auf die Auswahl
der betreuenden Dramaturgen
nimmt. Diese gilt wohl zundchst
fur zwei Jahre und soll dann
durch das Prinzip abgeltst wer-
den, dass die Dramaturgen mog-
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lichst aus der Region stammen
sollen.

Die MFG optiert damit fir
ein Modell, dass auch die eher
geringen Betrége, die fir Stoff-
entwicklung investiert werden,
einen Regionaleffekt erzielen
sollen. Zugleich steht dies im
Zusammenhang mit dem neuen
Leitbild der MFG als ,,Agentur”
und Kern eines eng zu kntipfen-
den  Netzwerkes  regionaler
Kompetenz in allen Bereichen
der Filmproduktion.

Interessant wird sein, wie die
anderen grofRen Filmférderun-
gen auf dieses innovative Kon-
zept reagieren.

Kontakt:


mailto:Hillmer@dramaturgenverband.de
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VERBAND

Flir alle Mitglieder, an denen der ,,Spétsommerbrief” vorbei gegangen ist, den Dagmar Benke per E-Mail am 27. August ver-

schickt hat, drucken wir ihn hier noch einmal ab.

Liebe VeDRA Mitglieder,

der Sommer geht langsam zu
Ende und die fiinfte Jahreszeit
(wie Tucholsky diese Zeit nennt)
beginnt. Ich hoffe Thr und Sie
konntet/ konnten die vergange-
nen Wochen zur Erholung nut-
zen.

Der VeDRA Vorstand hat in
diesem Sommer Erholung und
Arbeit verbunden und sich zu
einer  Vorstandsklausurtagung
auf dem Lande bei Inka Fromme
zurlick gezogen. Dies war so
vergnuglich wie effektiv. Mit
diesem Spatsommerbrief wollen
wir die Mitglieder Uber die Er-
gebnisse dieser Klausur und un-
sere Ubrigen Aktivitdten unter-
richten.

Wie auf der Mitgliederversamm-
lung im Februar beschlossen,
wird es auch auf dem diesjéhri-
gen ScriptForum eine VeDRA
Mitgliederversammlung geben.
Sie findet statt am 25.9.2004 von
18.30 bis 20.00. Eine Einladung
wird in den ndchsten Tagen auf
dem Postweg eintreffen.

Auch in diesem Jahr kénnen wir
Uber eine Pauschalvereinbarung
mit dem ScriptForum, die Thilo
Roscheisen diesmal wirklich hart

erkdmpft hat, 20 VeDRA Mit-
gliedern eine kostenlose Akkre-
ditierung anbieten. Interessierte
melden sich bitte— am besten
per mail — bei Thilo
(

). Hier gilt wie immer
die Devise: Wer zuerst kommt,
gewinnt.

Wir haben beschlossen, in die-
sem Jahr keine Podiumsdiskus-
sion oder andere Offentliche
Veranstaltungen  auf  dem
ScriptForum zu organisieren,
sondern uns Zeit und Raum zu
nehmen flr einen internen Er-
fahrungsaustausch zur Dreh-
buchausbildung in Deutschland.

Grund fir die Wahl dieses
Themas ist, dass wir auf unserer
Sommerklausurtagung bei unse-
rem lebhaften Austausch Uber
Drehbuchausbildung im natio-
nalen und europdischen Rah-
men gemerkt haben, wie aktuell
dieser Bereich fur uns alle ist .
Wir wissen, dass viele VeDRA
Mitglieder Erfahrungen als Leh-
rende und/oder Lernende in sol-
chen  Workshops/  Semina-
ren/Ausbildungen haben und
freuen uns auf eine lebhafte De-
batte.

Diese ist auch gleichzeitig als
Vorbereitung fir eine groRere
Veranstaltung im Rahmen der
Berlinale 2005 gedacht, bei der
es um Development im europdi-
schen Kontext gehen soll. (
Mehr dazu unten.)

Die Veranstaltung findet e-
benfalls am 25.09. statt und zwar
von 16.00 bis 18.00. Sie liegt also
unmittelbar vor der Mitglieder-
versammlung.

Ziel der Vorstands-
Sommerklausur war es, sich
einmal Uber die organisatori-
schen und alltaglichen Aufgaben
hinaus Zeit fur ausfihrliche in-
haltliche Gesprache und Stand-
ortbestimmungen zu nehmen.

René Odenthal hatte gerade in
Valencia an der Tagung ,, 700/s
for European  Scriptwriter
Trainings* (TEST) teilgenom-
men, wo er auch VeDRA vorge-
stellt hat, und berichtete den
Vorstandsmitgliedern von sei-
nem Eindruck. Ein von Antoine
Jaccoud dort gehaltener Beitrag
.Between the bull and the
chameleon. How to under-
stand somebody else's project


mailto:roescheisen@dramaturgenverband.org
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from the inside without talk-
ing about oneself?* wird fur
den Newsletter von René Uber-
setzt werden.

Renés Erfahrungsbericht 16s-
te bei den Ubrigen Vorstands-
mitgliedern eine lebhafte Dis-
kussion Gber die Fragen: ,,Gibt
es eigentlich eine européische
Dramaturgie? Und wenn ja, wie
sollte sie gelehrt und gelernt
werden?* aus. Dabei konnten
wir alle die unterschiedlichsten
Erfahrungen Uber die Teilnahme
an deutschen und internationa-
len Drehbuchprogrammen ein-
bringen. Ebenfalls diskutiert
wurde die von Julian Friedman
in Valencia vorgetragene These,
es werde einfach viel zu viel aus-
gebildet.

Diese Diskussion hat zwei
vorlaufige Ergebnisse: Zum ei-
nen wollen wir den Erfahrungs-
austausch mit allen VeDRA
Mitgliedern auf wunserer ge-
schlossenen Veranstaltung wah-
rend des ScriptForums fortfih-
ren (s.0.). Zum anderen ent-
stand daraus die ldee, wahrend
der Berlinale 2005 eine Veran-
staltung zum Thema Develop-
ment in Europa zu organisieren.

Eine Zusammenarbeit mit
den Organisatoren von Valencia
(TEST), der Script Factory und
FOCAL wird angestrebt. Fr die
Organisation soll eine Arbeits-
gruppe gebildet werden, die
nicht nur aus Vorstandsmitglie-
dern besteht. Auch darlber
mochten wir gerne mit Ih-
nen/Euch wéhrend des ScriptFo-
rums diskutieren.

Ein weiterer, standig aktueller
Schwerpunkt der Vorstandsar-
beit ist die Auseinandersetzung
mit filmpolitischen Themen.
Um uns fir diese so sachkundig
wie moglich zu machen, haben
wir einzelne Sachgebiete unter
den Vorstandsmitgliedern auf-
geteilt. Rudiger Hillmer hat sich
in die Besonderheiten der regio-
nalen Drehbuchférderungen in
Deutschland eingearbeitet und
dem restlichen Vorstand einen
auRerst detailreichen und kom-
petenten Uberblick gegeben. Ei-
ne besondere Rolle in der Dis-
kussion nimmt die Neuordnung
der MFG Drehbuchférderung
ein. Fr den nachsten Newsletter
plant Rudiger eine Zusammen-
fassung der wesentlichen Punk-
te.

Weitere Ergebnisse der Vor-
standsarbeit sind:

Bei der Mitgliederversammlung
im Februar war der Vorstand
beauftragt worden, Musterver-
trage fOr dramaturgische Bera-
tungsstandards von einem ge-
eigneten RA entwerfen zu lassen.
Wir haben aus einigen Vor-
schldgen und Angeboten ausge-
sucht und die junge Berliner
Rechtsanwéltin Henriette Frey
mit dieser Aufgabe betraut. Sie
hat jetzt Entwirfe vorgelegt, die
der Vorstand wahrend auf seiner
nachsten Sitzung Anfang Sep-
tember diskutieren wird. Die
Uberarbeiteten Entwiirfe werden
auf der Mitgliederversammlung
wahrend des ScriptForums vor-
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gestellt werden und fir Mitglie-
der auf dem internen Bereich
der Website zugénglich sein.

Uns ist sehr bewusst, dass gerade
in diesen wirtschaftlich nicht ge-
rade sehr rosigen Zeiten nur ein
starker Verband die Interessen
der Mitglieder erfolgreich ver-
treten kann. Wir , und das heif3t
alle  VeDRA Mitglieder und
nicht nur der Vorstand, sollten
deshalb viel Energie in die Wer-
bung neuer Mitglieder stecken.
Ein Teil dieser Strategie ist der —
von der Mitgliederversammlung
beschlossene VeDRA Flyer — der
auf den Verband und seine Ar-
beit aufmerksam machen soll.
Inka Fromme und René Oden-
thal haben viel Mihe in den
Entwurf gesteckt, der momentan
noch einmal Uberarbeitet wird.
Auf dem ScriptForum wird
dann das Resultat fertig zu An-
schauen und Verteilen sein.

Auch wenn wir fleiBig vor uns
hinarbeiten, bekommen die
Mitglieder mitunter nicht so viel
von der Vorstandsarbeit mit.
Wir haben daher beschlossen,
mit diesem Spatsommerbrief
den Startpunkt zu setzen fur ei-
ne regelmélRige Rundmail, die
die VeDRA Mitglieder Gber die
Aktivitaten des Verbandes auf
dem Laufenden halten wird.
Diese Aufgabe wird Rudiger
Hillmer tGbernehmen. Natlrlich
wird es auch weiterhin den von
Andreas Grinberg betreuten
Newsletter geben.
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Bayerischer Filmpreis

Auch in diesem Jahr ist VeDRA
wieder gebeten worden, Vor-
schlage fur den Bayerischen
Filmpreis 2004 zu machen. Ein-
gereicht werden koénnen alle
deutschen Filme, die im Jahr
2003 oder 2004 fertiggestellt
worden sind. Die Kinoauswer-
tung darf nicht vor dem

17. November 2003 begonnen
haben. Die fur eine Auszeich-
nung vorgeschlagenen Filme
mdissen einen glltigen Verleih-
vertrag  vorweisen  kdnnen.
VeDRA kann bis zu drei Filme
vorschlagen. Ich bitte um Vor-
schlage an

benke@dramaturgenverband.org.
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Auch sonst ist der Vorstand na-
turlich immer fir Vorschlage,
Anregungen und Initiativen der
Mitglieder dankbar.

Aktuelle Erganzungen

von Riidiger Hillmer

Inzwischen haben wir uns ein
weiteres Mal getroffen, um den
Text und das Grafik-Design fur
den Flyer
endgiltig ab-
zusegnen.
Plnktlich
zum ScriptFo-
rum wird un-
ser neues
Werbemittel
dann vorlie-
gen.

Zusam-
men mit Dorota Paciarelli und
Stephanie Schoéberl, die beide
beim Filmfest in Hamburg sein

werden, haben wir auch eine
Verteilung des Flyers bei dieser
wichtigen Veranstaltung organi-
sieren kénnen.
Far den
Stand auf dem
ScriptForum
verzichten  wir
in diesem Jahr
' auf die Miete
4 gines internet-
fahigen  Lap-
tops. Die Nach-
frage der Besu-
cher, unsere Website in Augen-
schein nehmen zu wollen, war
letztes Jahr nicht besonders aus-

i LiEb

Mitgliederliste (Aktualisierung)

geprégt. Stattdessen haben wir
uns entschlossen, einen Teil des
Flyers als Plakat im AO-Format
drucken zu lassen — hoffentlich
ein Hingucker (s. Abbildung).

Die Diskussion der von Hen-
riette  Frey vorgeschlagenen
Mustervertrége hat bisher noch
nicht zu einem befriedigenden
Ergebnis gefuhrt. Das Thema
wird uns daher noch weiter
intensiv beschéftigen.

Eintritte - 17.09.04

Scheurer Kyra Berlin Vollmitglied
Kersten Ina-Christina Hamburg

Austritte - 17.09.04

Chappuzeau Simon Berlin zum 30.06.2004
Schwarzkopf Cordelia Berlin zum 31.12.2004

Verband: Mitgliederliste (Aktualisierung)
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= Die einzelnen Beitrage geben die Meinungen der Autoren wieder, nicht die des Verbandes oder Vor-
standes.

= Die von externen Veranstaltern angegebenen Termine kénnen von uns in der Regel nicht Uberpriift
werden. Wir Gbernehmen daher keine Gewahr.

= Vorschlage, Kritik, Veranstaltungshinweise bitte an gruenberg@dramaturgenverband.org.

= Layout: Rudiger Hillmer

= Bildnachweise
Titelblatt/S. 12: SECRET WINDOW, Columbia TriStar (entnommen: ScriptWriter 09/2004); S. 2:
MASTER AND COMMANDER, 20thCentury Fox; S. 3: THE POSTMAN ALWAYS RINGS TWICE (1946);
S. 7: SENSE AND SENSIBILITY, Columbia TriStar; S. 11: THE TERMINAL, DreamWorks (entnommen:
ScriptWriter 09/2004); S. 15: MYSTIC RIVER, Warner Bros.

= V.i.S.d.P. Andreas Griinberg

Impressum
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