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DIRECTOR’S
MESSAGE
Greetings All
MIAF #12, who woulda thunk it?
This little missive usually gets written about last during the catalogue
production mayhem that swamps us each year in the lead up to the
festival, and I’m happy to report that this is exactly what has happened
again for 2012. Traditions are important to any organisation. The temptation
to write 2013’s ‘Welcome’ right after I finish this one is nearly overwhelming
though, just to see what kind of karmic reaction would be unleashed.
It would be fair to say that, for the most part, this gets left til last for the
same reason pots and pans get left til last. But that said, the single
advantage that can be squeezed out of this one-minute-to-midnight
approach is that often a bolt of inspirational lightning can cut through
the panic-fog and provide at least a stepping-off point that is relevant
and at least a little bit insightful.
I’ll leave the degrees of relevance and insightfulness for others to judge
but at about 4am this morning I penned the Introduction to our Technique
Focus (Live Action / Animation Hybrid) and, as often happens at 4am, it
veered off in a totally different direction to the exhaustive and detailed
notes I’d wrangled to help me pull something vaguely lucid together.
I found myself wandering through the dusty history of the artform we
are all here to celebrate. The tenor of the piece was the notion that
because animation, and cinema in general, is only about 100 years old,
as fans we are sitting on an artform whose very roots can be recorded
for all time. The progressions, trends, fashions, fads and developments
need not slip into the muddy swamps of history to be consumed by
weird frogs that will never give it back to us.
Those memories and histories come in many forms. For years, for
example, I have been trying to bring together a program showcasing the
work of the Colossal Studio in San Francisco, the people who gave us
the earliest MTV animation, Liquid TV and one of the most famous early
Prince music videos. I have shared long lunches with some of the key
players, visited the studios of Wild Brain (the company that rose up from
the ashes when Colossal went down) and recorded interviews with
people who created it. Prodded on by my interest in the studio, one of
the key players, Drew Takahashi, has spent ALOT of time pulling their
old stuff out from under long forgotten piles, digitally rebuilding it and
trying to figure out what some of it is. When I offered him my apologies
for putting him through this horror he responded with, “I’m glad you did,
it’s really important that we don’t let our memories fade to sepia”. It’s a
single line from one of several thousand emails I received this year, but
it’s the line that has stuck with the strongest glue.
Sitting down not long ago with Alex Stitt also made me think of the
history of animation. Here is somebody who has created an incredibly
important and influential body of animation and although alot of it is
floating around, it feels like it is a fragmented history that could easily
be disappearing without anybody really noticing. This is just wrong. OK,
it’s not possible, probably, to save everything that somebody like Alex
Stitt has created but let’s not let films like Grendel, Grendel, Grendel
float over the horizon. It was Australia’s first animated feature. It’s
important. Perhaps an idea of its cultural reach can be understood by
the fact that the person who first turned me onto it was Bill Plympton,
who loves it!

Digital culture and the highly digitised future we are light-beaming
towards can act as either the white knight or the Grim Reaper in this
endeavour. With the ease and relative inexpense of creating digital
imagery at our fingertips, we are risking mega-sizing every aspect of
our visual culture menu to the point where we simply lose the ability to
truly value one set of images against another; the cultural norm becomes
simply flicking through images for the sake of it, barely stopping to
understand them as they flip by our crowded, increasingly full
consciousness to the point where we become attuned to treating all
visual culture as a kind of vapour/wallpaper. If that attitude to visual
culture takes hold we surrender the need to save this history because
we almost stop seeing it as history at all.
On the other hand, digital technology so obviously holds massive
promise for preserving some version of this material for all time, or at
least until the death-ray ships touch down or we finally knock over one
tree too many and burn ourselves to little crispy remnants of what used
to be the dominant species on the 3rd rock from the sun.
The true outcome, of course, will rest uneasily between these two poles.
It’s where the balance lies between them that is up for grabs – that’s the
bit we can affect. For me, I’d be happy to just help get Grendel, Grendel,
Grendel back on the big screen, at least for starters!
I can’t really close this off without recording a belated farewell to
Sarah Watts, a Melbourne animator who produced some of Australia’s
most beautiful and original animated films. I have seen her films
screened at festival after festival and always include at least one in
every historical Australian program I am asked to create for overseas
screenings. They are universally adored! I can’t claim to have known
Sarah especially well, but I knew and loved her work. Those who knew
and loved her personally must surely be carrying some wonderful
memories of having known a person of uncommon modesty, grace and
talent. The rest of us have her films which are gift enough. They are but
one more thing we should not surrender to the passing of time.
Godspeed Sarah.

Malcolm TURNER
DIRECTOR: Melbourne International Animation Festival
CO DIRECTOR: Australian International Animation Festival
CO DIRECTOR: London International Animation Festival
CO PROGRAMMER: UTS Sydney International Animation Festival
ANIMATION PROGRAMMER: New Zealand International Film Festival

PS Check out this pretty
swanky little pic that
Melbourne artist, animator
and teacher Sue Stamp
waxed up in about 15
seconds in a café on a
phone. Of course, it took us
all about a week to figure
out how to get it off the
phone! Waaaaaay better
than any photo. Trust me!
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INTERNATIONAL PROGRAM ONE

PROGRAMONE
INTERNATIONAL

Ah, the ‘Opening Film’, one of the more pleasant MIAF rabbit holes I love spending
time running down. I’ve found my fair share of dead ends and strange creatures down there as
well as one or two that turned on me after I thought we were beginning to get along famously.
There’s no real criteria, no template or official policy. It just sort of ... depends really. Some years
it’s one of the last scheduling decisions I make; other years there is a kind of six-month, leapfrogstyle parade in which one contender after another takes its turn as the lead candidate.
This year, however, the Opening Film pretty much found me. Putting together a focus on Belgian
animation had been on the cards for a couple of years and the first people we turned to were
the generous crew who run ‘Anima’, aka the Brussels Animation Festival. Alright by Thierry Van
Hasselt floated to the surface during the first meeting with them and it wrapped itself around me
on first viewing and has never relaxed its grip. Apart from the fact it emphasises our fixation with
the animation of Belgium and that it honours our good friends in Anima HQ, it is simply stunning
animation, moving and morphing with a kind of fluidity and grace that can only be imagined (let
alone realised) as an animated film. And it feels timeless to me; it exemplifies just what animation
is capable of in the hands of somebody whose creative imagination matches their skills as a
filmmaker.

Alright / Heureux
BELGIUM, 7’15, 2008
DIRECTOR: Thierry Van Hasselt
PRODUCER: FRMK, Zorobabel
A stunning opening film – a wondrous ride
deep inside the velvet tsunami of paint-onglass animation.
FRMK
51 rue de l’Instruction
Brussels 1070
BELGIUM
Phone: +32 497 442 647
contact@fremok.org.
www.fremok.org

This program also contains more than its fair share, four in total, of long term MIAF filmmaker
‘regulars’, depending on how such a term is defined.
I first encountered dynamic Chinese animator Lei Lei when he spoke at a filmmakers’ breakfast
presentation at the Ottawa festival. His mind, mouth and thoughts were running at full speed in
sharp contrast to the please-keep-it-down vibe of the morning that followed the festival’s vigorous
opening night party. His animated output is equally prolific, turning out one of his spectacularly
colourful, electric films every few months. We showed two of them at MIAF a couple of years
ago and he managed to make the trip at the last moment. I really regret just not being able to do his
visit justice and get him in front of the audience so that we could all get to know him a bit better.
I’ve loved every one of Simone Massi’s films. The grace, delicacy and pure glorious craft of his
artwork is simply superb. But the way in which he translates that artistic vision into the animated
realm is what elevates his work to a higher notch on the totem. Entire landscapes morph,
perspectives alter subtly but profoundly, our eyes are teased and intrigued. All of this happens
right in front of us, in full view. Nothing is hidden from our gaze and yet we still don’t quite see it
happening or how it’s done. This is a master at work.
We don’t screen enough of Erick Oh’s films. Not quite sure why, but I am on a mission to
redress this. We showed Heart last year and it screened incredibly well, typifying his strong,
simple-but-confident drawing style. His latest film, How To Eat Your Apple, moves Oh into a
more digital sphere, doing away with bold outlines and block colours BUT retaining his love of
the simple (some would say non-existent) background. Dropping a mini-flash-mob of characters
into the middle of the frame with nothing to interact with except themselves is a pretty rare thing.
Risky too, in the wrong hands. Bright white backgrounds can be an illuminating energy source
if the front-and-centre action is up to it and Erick Oh seems to have just instinctively harnessed
this power.
‘Regular’ is, of course, a relative term. Wendy Tilby and Amanda Forbis created When The Day
Breaks in 1999 and it is widely regarded as one of the best short animated films ever made.
On my annual pilgrimage to the National Film Board of Canada bunker in Montreal I have
watched the gradual progression of their latest film, Wild Life, with growing anticipation. A couple
of years ago, I was in the NFB’s recording studio when they were painstakingly recording some
of the ol’-timey music directly from a majestic gramophone, the ornate sound horn of which was
made entirely out of hand-crafted polished wood. Visitor after visitor brought the studio to a halt
until the exasperated engineers banished us. This level of attention to detail and a passion for
authenticity is a Tilby/Forbis trademark. It is but a few seconds in a 13-minute film – it just takes
time to make this kind of film this kind of way. And I plan to show them as long as they keep
making them.

Big House / Suur Maja
ESTONIA, 10’24, 2011
DIRECTOR/PRODUCER: Kristjan Holm
The Estonians do it again! Every house has
a rhythm but this film brings it out into the
front yard and pumps up the volume.
Heina 21a-9
Tallinn 10319
ESTONIA
Phone: +372 553 5365
holm@karabana.com
www.karabana.com

About Killing The Pig
/ Dell’ Ammazzare Il Maiale
ITALY, 6’20, 2011
DIRECTOR/PRODUCER: Simone Massi
Rural life is often full of harsh, simple,
beautiful truths – the most natural of
realities.
Via Serralta 101
Pergola 61045
ITALY
Phone: +39 721 734 524
nuvole@simonemassi.it
www.simonemassi.it
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My… My…

VIEWPOINT

Flamingo Pride

CHINA, 4’32, 2011
DIRECTOR/PRODUCER: Lei Lei
Where are my clothes? Give them back!
Give them back!

SOUTH KOREA, 7’00, 2011
DIRECTOR/PRODUCER: Sae-Byul
Hwangbo
A hairy, fiery piece of gracefully savage,
crackly, eye-popping wonder.

GERMANY, 6’02, 2011
DIRECTOR: Tomer Eshed
PRODUCERS: HFF “Konrad Wolf”,
T.Eshed & Talking Animals
Pride and prejudice down on the rainbow
bird ponds.

210-3-1403
Beiyuang Road NO.86
Chaoyang District, Beiijng
CHINA
Phone: +86 138 1095 4555
Milk527@gmail.com
www.raydesign.cn

Korean Independent Animation Filmmakers
Association (KIAFA) AniSEED
2F, 282-6 Ahyeon-Dong
Mapo-gu, Seoul 121-859
SOUTH KOREA
Phone: +82 2 313 1030
kiafanews@naver.com
www.kiafa.org

Hochschule fuer Film und Fernsehen
“Konrad Wolf”. University of Film and Television
Marlene Dietrich Allee 11
Potsdam-Babelsberg D-14482 GERMANY
Phone: +49 331 6202 564
distribution@hff-potsdam.de
www.hff-potsdam.de

Crowded

Auntie Nettle

How To Eat Your Apple

UK, 2’37, 2011
DIRECTOR/PRODUCER: Luke Sault
They saw me as worthless because I was
trying to do things and failing all the time.
It’s a crowded landscape.

RUSSIA, 5’00, 2010
DIRECTOR: Svetlana Zueva
PRODUCER: Vladimir Gassiev
A wondrously unique visual style – a treat
to watch and decipher.

USA/SOUTH KOREA, 1’30, 2011
DIRECTOR/PRODUCER: Erick Oh
Apple eating as a Daliesque spectacular
spectator spectacle.

Sunniside Farm
Coalbrookdale, Telford
Shropshire TF8 7EX
UK
Phone: +44 7900 932 765
luke_sault@msn.com

Studio Pchela
dima@geller.ru

September

The Case

Wild Life

FRANCE, 2’51, 2011
DIRECTOR/PRODUCER: Thibault
Chollet
An extravaganza of reconstruction starting
with ships awash in the deep blue and
ending in a solitary exit.

CZECH REPUBLIC, 4’46, 2011
DIRECTOR: Martin Zivocky
PRODUCER: Tomas Bata University, FMK
A rainy, hard-boiled night on the gritty
streets depicted in the softest velvet tones.

CANADA, 13’30, 2011
DIRECTORS: Wendy Tilby, Amanda Forbis
PRODUCERS: Marcy Page, Bonnie
Thompson
Alberta, 1909. The wide, open prairies of
the wild west. Enter a well-tailored young
Englishman, fresh from the ‘old country’.

23 rue de l’Eglise
Antony 92160
FRANCE
Phone: +33 629 329 363
thibaultchollet@gmail.com
www.vimeo.com/thibaultc

Tomas Bata University, FMK
Stefanikova 2431
Zlin 760 01
CZECH REPUBLIC
szemlovav@gmail.com
www.fmk.utb.cz

Korean Independent Animation Filmmakers
Association (KIAFA) AniSEED
2F, 282-6 Ahyeon-Dong
Mapo-gu, Seoul 121-859
SOUTH KOREA
Phone: +82 2 313 1030
kiafanews@naver.com
www.kiafa.org

National Film Board of Canada
Postal Box 6100, Centre-ville Station
Montreal, Quebec H3C 3H5 CANADA
Phone: +1 514 283 9000
festivals@nfb.ca
www.nfb.ca
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I probably say this every year; the Royal College of Art (RCA) in London is one of the
truly great and thoroughly consistent animation engine rooms in the world.
It holds a really special place in the MIAF programming cycle. Their grad screening happens
every June, pretty much as MIAF is opening. So, it’s fair to say, that, as the dust is settling on any
given MIAF, I am already enthusiastically trawling through the latest RCA reel and beginning the
process of picking the MIAF line-up from the bounty contained within.
Belly (Julia Pott) is a great example of the kind of work the RCA conjures into life year in, year
out. Highly imaginative; a really well developed, taut narrative thread; excellent voice-over work
and a structure that leaves plenty of room for the viewer’s interpretive free reign. It’s picking up
prizes as it goes, which is hardly surprising.
It feels like there is something of a ‘new-new’ generation of animators emerging in Estonia in the
wake of the likes of Priit Tender, Ulo Pikkov and Kaspar Jancis, who represent a generation that
grew up under the old Russian regime but who largely came of age and developed professionally
after Estonia achieved independence and freedom in 1991.
However, while the ‘new-new’ animators such as Kristjan Holm, Chintis Lundgren and Martinus
Klemet have absorbed plenty of the wistfulness and grasped some of the surrealist threads that
stitched together the patchwork of drawn Estonian animation, they are less focused on examining
their country’s complex and sometimes perilous geopolitical position that often underpinned
earlier Estonian films. And they have mastered the whole raft of modern digital drawing devices.
Program #1 featured Big House (Kristjan Holm) which cracked me up when I first saw it
screened at its home-ground festival in Tallinn and it is an outstanding example of this emerging
trend.
Program #2 also contains two noteworthy examples that amply illustrate this point. Montego is
just one of three films that Chintis Lundgren submitted. The others (About The Hard Life Of The
Barn Swallow and Volli Pall) were both serious contenders. Other than her drawn style, there
isn’t a lot that her films have in common. Some are situated in Estonia; some in environments
that hybridise Tex-Mex and pseudo-Euro spaces. Some are intense, intriguing character studies
(a point that eventually saw Montego getting the nod above her other two entries) while others
arguably work through the processes of deconstructing a relatively recognisable character
down to a series of disassembled and surrealised pieces. Her themes are as broad as environmental awareness, gay culture and UFOs.
Another of this emerging generation, Martinus Klemet, has happy form with MIAF. His film In The
Air took out Best Of The Fest at MIAF 2010. Eighteen months later, that classic combo of bad
luck and bad management conspired to rob me of a chance to watch his latest film Rise And
Fall Of W.C. on the big screen while in Tallinn but Providence gave me a break the next day and
I actually sat down and had a coffee with him. The big news from that meeting is that he will be
the one creating the artwork and the trailer for MIAF 2013 … tentatively a treatise on one man’s
paranoia about the number ‘13’. You read it here first!

Belly
UK, 7'29, 2011
DIRECTOR: Julia Pott
PRODUCER: Animation Staff, RCA
A self-reflecting look at the awkward age
of nine.
Animation Department, Royal College of Art
Kensington Gore
London SW7 2EU
UK
Phone: +44 207 590 4512
jane.colling@rca.ac.uk
www.rca.ac.uk/animation

Another year, another Malcolm Sutherland film. Not entirely sure he has a style per se, but
somehow his latest film, Bout, feels like a development or a finessing of earlier works. Lovely
fine-line drawing blended thoughtfully with traces of Mayan and Native American art. Sutherland
wanted to boil down the essence of a boxing match to its most elemental parts. The fighting is
there veiled by a shroud of ballet and primal dance, but the soundtrack, a series of sustained
single notes, is the steel rail that this film travels down. Stripping back the noise of a boxing
match to nothing more than a prolonged rendition of the bell that starts the action and signals
the end of the violence is the most striking feature of Bout.
Any new Georges Schwizgebel film is a noteworthy event in the world of animation. Romance
was co-produced with the NFB (which is where we got our copy). It definitely moves like a
Schwizgebel film with plenty of dizzying camera turns and all the dramatic, prolonged simulated
dolly (or ‘travel’) shots for which he is renowned. And while a great deal of the film is also in his
recognisable, heavy paint-on-board style, much of it is delivered in a divergent fine-lined, pastel
coloured, much-more-illustrative style – one that would not be immediately connected to
Schwizgebel by many. By and large, the effect of blending these two visual styles together is
deftly handled and it is pretty interesting to see such an established filmmaker as Schwizgebel –
a filmmaker so definitively tied to such a specific style – step out of his traditional circle.

Bout
CANADA, 4'55, 2011
DIRECTOR/PRODUCER: Malcolm
Sutherland
Definition: A short period of intense
activity. An attack of illness or strong
emotion. A wrestling or boxing match.
1617 Leclaire
Montreal, Quebec HIV 2Z5
CANADA
Phone: +1 514 254 5489
animalcolm@gmail.com
www.animalcolm.com
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Montego
ESTONIA, 11'25, 2011
DIRECTOR/PRODUCER: Chintis Lundgren
Montego has killed his best friend but he
keeps reappearing on dark street corners.
Boris, Brussels and the Red Cube all have a
part to play in Montego's strange, paranoid
world.
Moora 11
Tallinn 11625
ESTONIA
Phone: +372 5193 0739
chintis.lundgren@gmail.com
www.chintislundgren.com

A Brief History Of The Starlets
And The Croisette
FRANCE, 1'17, 2010
DIRECTOR: Joris Clerte
PRODUCER: Virginie Giachino
Just one minute to find out everything
about starlets. BB, Simone and all the
polka-dot bikini girls take to the croisette
hoping for a dream to come true.
Doncvoila Production
6 Passage de la Fonderie, Paris 75011 FRANCE
Phone: +33 9526 21331
festivals@doncvoila.net
www.doncvoila.net

Robots Of Brixton
UK, 5'35, 2011
DIRECTOR: Kibwe Tavares
PRODUCER: Factory Fifteen
Mayhem is unleashed by an army of urban
combatants as the streets descend into chaos.
Factory Fifteen
Studio 4A, 246 Stockwell Rd
Brixton, London SW9 9SP
UK
Phone: +44 7725 986 715
info@factoryfifteen.com
www.factoryfifteen.com

Princesse

Flood / Fiumana

Stay Home

CANADA, 11'00, 2010
DIRECTOR: Frederick Tremblay
PRODUCERS: La Bande Video,
Frederick Tremblay
An unlikely solution emerges as two women
explore their options to escape the bonds
of a house of horrors.

ITALY, 5'20, 2012
DIRECTOR/PRODUCER:
Julia Gromskaya
A girl at a window watches the passing of
time, the waltz of seasons, waiting for her
man.

USA, 5'37, 2011
DIRECTOR/PRODUCER: Caleb Wood
A worm, a bird, a cat, a dog – a pecking
order.

7128 Drolet 15
Montreal, Quebec H2S 2T6
CANADA
chlingbing@gmail.com
http://vimeo.com/user9769061

Rise And Fall Of W.C.
ESTONIA, 5'40, 2011
DIRECTOR: Martinus Klemet
PRODUCER: Ulo Pikkov
An odd, colourful tale merging a romantic
stag-beetle dinner for two with the journey
of two kids heading off to visit their grandmother, who lives near the ocean.
Eka, Estonia Pst 7
Tallinn 11625
ESTONIA
Phone: +372 6 267 301
martinusklemet@gmail.com

Via Serralta 101
Pergola 61045
ITALY
Phone: +39 7 2173 4524
juliagromskaya@yahoo.it

Mendelssohn Is On The Roof /
Mendelssohn Est Sur Le Tot
FRANCE, 14'30, 2011
DIRECTOR: Jean-Jacques Prunes
PRODUCER: Dora Benosilio
Prague, 1942. The guardian of Bohemia
Moravia orders the statue of Mendelssohn
to be removed. Trouble is, none of the
workers have the first clue which one it is.
Les Films De L’arlequin
23 rue Meslay, Paris 75003 FRANCE
Phone: +33 1 4277 2055
fariza.arlequin@gmail.com
www.filmsdelarlequin.com

Rhode Island School of Design
2 College St
Providence, Rhode Island 02903
USA
Phone: +1 401 454 6233
rpaiva@risd.edu
www.calebwood.edu

Romance
CANADA/SWITZERLAND, 7’21, 2011
DIRECTOR: Georges Schwizgebel
PRODUCERS: Marc Bertrand, Rene
Chenier, Georges Schwizgebel
The very latest offering from one of the
world's living masters tackling one of the
world's biggest topics.
National Film Board of Canada
Postal Box 6100, Centre-ville Station
Montreal, Quebec H3C 3H5 CANADA
Phone: +1 514 283 9000
festivals@nfb.ca
www.nfb.ca
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I’ve always liked Patrick Jenkin’s films. There’s a kind of very hands-on honesty to
the visuality of much of his work. His films transmit that sense of directness and it is easy to see
the marks left by his brushes. This sense was perhaps lost a little in some of his earlier digital
works such as The Skateboarder (2006) but even that had a cut-out feel to the digital character.
His latest film, Sorceress, sees him working in the paint-on-glass technique that he has previously
employed so lavishly in films such as Inner View (2009) and Labyrinth (2009). Another very big
tick is Jenkin’s love of telling a good yarn and his ability to pull it off with style and clarity.
Barry Purves is widely recognised as one of the best ever puppet animators. He stands with the
likes of Willis O’Brien, Ray Harryhausen, Jiri Trnka and Kihachiro Kawamoto as one of the true
greats of the form. His films are often epic in their dimensions and in the emotion that they
radiate, conjured with the use of passionate operatic themes that supercharge highly dramatic
renditions of Greek myths and tales of soaring tragedy. The extraordinary degree of sophisticated
theatricality presumably has a lot to do with his intimate knowledge of the stage; he is an
accomplished set designer and has directed and acted in numerous productions. Although
rating his stage acting as the lesser of his passions, he nonetheless credits it with being a vital
lesson in teaching him how to act with his puppets. That’s an interesting observation and goes a
hell of a long way to explaining the uniquely potent levels of sheer primeval humanity that his
puppet characters exude.

En Parties
FRANCE, 3’49, 2011
DIRECTOR: Hugo Bravo
PRODUCER: Ecole Emile Cohl
Modern deco blended with postmodern
cubism – coming to a screen near you.
Ecole Emile Cohl
232 rue Paul Bert
Lyon 69003
FRANCE
festivals@cohl.fr
www.cohl.fr

Purves has two current films, Plume and Tchaikovsky: An Elegy. They should both be in
competition, really. If there was any logic and dispassionate justice to the way programming
decisions actually get made around here, they both would be. Alas, time constraints, the
persistent determination for the ever elusive Holy Grail of diversity, and the slightly menacing
pseudo-cries emanating from a box containing another couple of thousand hopeful and variously
deserving entrants, all conspire to work against this.
Plume got the nod for competition because it plays, so powerfully, Purves’ strongest suite of
heroic, mythical, rise-and-fall tragedies. The use of pure black background intensifies this effect;
simultaneously concentrating our senses directly onto the central character whilst playing with
our ability to wrap the tentacles of our imagination around the firm handles of a sense of depth
and perspective on the space that the character inhabits. We simply cannot tell if our imperfect,
embattled and hunted hero is rushing towards the dubious salvation of endless black space or
headlong into the crushing reality of a solid wall neither he nor we can see.
Joan Gratz is another who can make a fairly certain claim to the title of ‘master’. Based in
Portland (Oregon), Gratz’s latest film, Kubla Khan, returns to a vibrantly colourful, wonderfully
fluid clay-painting technique with which most of her earlier films have been made. Her 1992 film
Mona Lisa Descending A Staircase is the stand-out example of the pure majesty that Gratz can
wring out of this technique. It won an Oscar and would feature high on the ‘desert island’ list of
many animation fans. Two years ago we showed Puffer Fish, her exploration into a gloriously
technicolour world under the waves, which marked an experimentation with a collection of digital
animation tools. It was a feast for the eyes and it damaged the myth about the proverbial dog of
a certain age not being able to get their mind around new tricks but – wow – it’s so good to see
Gratz getting her hands colourfully dirty painting with clay again.
To complement the new films by these two card-carrying members of the ‘Animation Hall Of
Fame’, I decided to include a healthy dose of some of the best student animation we were sent.
En Parties (from Ecole Emile Cohl in France), Paso Doble (from Canada’s Sheridan College),
The Boy With Quite A Long Pair Of Arms (from ArtEZ Institute in Holland), and Weiss Kein
Weiss (from the formidable German school Hochschule fuer Film und Fernsehen “Konrad Wolf”)
make the point that right across the world the desire to pick up a pencil, smear some paint
around or turn on a computer in an effort to simply craft a fine piece of creative auteur animation,
to tell a story, or to release the impulse to produce an artistic statement of one kind or another,
is as strong as it has ever been, with results to match.

Paso Doble
CANADA, 1’49, 2011
DIRECTOR: Jamie Metzger
PRODUCER: Sheridan College
A sumptuously red visual orchestration
of grace and passion.
Sheridan College
1430 Trafalgar Rd
Oakville, Ontario L6H 2L1
CANADA
mario.positano@sheridanc.on.ca
www.sheridanc.on.ca

Stopover
SWITZERLAND, 3'00, 2011
DIRECTOR/PRODUCER: Neil Stubbings
Idiot, space delivery boy picks the wrong
pyramid for a toilet stop.
Wasserschoepfi 8
Zurich CH-8055
SWITZERLAND
Phone: +41 76 424 0303
neil@stubbings.ch
www.lemob.ch
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The Boy With Quite A Long
Pair Of Arms
HOLLAND, 2’16, 2011
DIRECTOR: Erik Butter
PRODUCER: ArtEZ Zwolle
Very long arms have a thousand different
uses around the home and school yard –
not all of them good.
erikboterman@gmail.com
www.erikbutter.blogspot.com.au

Independent Mind /
Independencia de Espirito
PORTUGAL, 10’00, 2011
DIRECTOR: Marta Monteiro
PRODUCER: Sardinha Em Lata
Clelia, a woman comfortable in her solitude,
begins talking to her plants. Odd, she
thinks, until she learns that her neighbour
talks to her pots and pans.

Weiss Kein Weiss

La Détente

GERMANY, 7’00, 2011
DIRECTOR: Samo (Anna Samoylovich)
PRODUCER: HFF “Konrad Wolf”
A beguiling world of black and white and
white and black.

FRANCE, 8’10, 2011
DIRECTORS: Pierre Ducos, Bertrand Bey
PRODUCERS: Pierre Ducos, Bertrand
Bey, Kawanimation
Paralysed with fear and stuck in a trench, a
soldier’s mind disconnects from the horror
and escapes to a world where wars are
fought by toys.

Hochschule fuer Film und Fernsehen “Konrad
Wolf”. University of Film and Television
Marlene Dietrich Allee 11
Potsdam-Babelsberg D-14482
GERMANY
Phone: +49 331 6202 564
distribution@hff-potsdam.de
www.hff-potsdam.de

Phone: +33 6 9823 3547
contact@ladetentelefilm.com
www.ladetentelefilm.com

Kubla Khan

Ursus

USA, 3’41, 2011
DIRECTOR/PRODUCER: Joan C. Gratz
Simply stunning! Gratz returns to the
gorgeous, morphing, coloured clay technique
of her masterpiece Mona Lisa Descending
A Staircase with this soaring tale from
inside Zanadu.

LATVIA, 10’30, 2011
DIRECTOR: Reinis Petersons
PRODUCER: Sabine Andersone
Wonderfully crafted, classic Russian
animation. A journey alongside the complex,
multiple lives of a very special bear trying
to make a bit of sense of his world.

Agencia – Portuguese Short Film Agency
Auditório Municipal, Praca da Republica
Vila do Conde 4480-715 PORTUGAL
Phone: +351 252 646 683
agencia@curtas.pt
www.curtas.pt/agencia

Gratzfilm
1801 NW Upshur, #610
Portland, Oregon 97209 USA
Phone: +1 503 289 5145
gratz@spiritone.com
www.gratzfilm.com

Fata Morgana

Sorceress

Plume

HOLLAND, 4’17, 2011
DIRECTOR: Frodo Kuipers
PRODUCER: Chris Mouw
Burning in the desert sun, Eduardo – the
only lemonade seller around – is fighting
the urge to drink his last and final bottle of
sweeeeet, coooool lemonade.

CANADA, 9’00, 2012
DIRECTOR/PRODUCER: Patrick Jenkins
When a young woman is kidnapped her
sister embarks on a perilous journey to
rescue her from an evil sorceress.

FRANCE, 14’40, 2011
DIRECTOR: Barry Purves
PRODUCER: Wendy Griffiths
A thrilling screening of Purves’ latest
masterpiece. A winged man, a fall, a hostile
encounter, a life changed forever.

Il Luster
Schoutenstraat 4BIS
Utrecht 3512 GB HOLLAND
Phone: +31 302 400 768
distribution@illuster.nl
www.illuster.nl

54 Austin Terrace
Toronto, Ontario M5R IY6
CANADA
Phone: +1 416 533 2440
pjenkins@interlog.com
www.interlog.com/~pjenkins/latestnews.html

sabine@atomart.lv
www.reinispetersons.com
www.atomart.lv/ursus/

Dark Prince
5 Passage Piver
Paris 75011 FRANCE
Phone: +33 613 046 280
wendyg@darkprince.fr
www.darkprince.fr
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Paul Driessen just keeps turning out zany animated gems in that quirky, immediately identifiable style that he has made all his
own over a 45-year career. He has produced more than two dozen of his own films, worked on The Yellow Submarine, collaborated with people
such as Joanna Priestley and Marv Newland, and even made a film in conjunction with his son Kaj Driessen (The 7 Brothers, 2008).
A wry, slightly acerbic sense of humour patrols the perimeters of many of his films, launching sneak attacks at the most improbable moments often
clearing the path for the plot to split off in a new direction or offering up one more new perspective that might help us absorb what’s going on.
His latest film, Oedipus, ticks every Driessen tone and style box. Trying to find a different take on the Oedipus fable must be a fine line to walk.
With shallow clowns to the left and dangerous jokers to the right, Driessen avoids “getting stuck in the middle with you” by telling the story
backwards. It works gloriously and the fellow with the detachable head just adds to the finely tuned, understated nuttiness of it all.
It amazes nobody around me how often I’m wrong – although it catches me by surprise pretty much every time. Izabela Plucinska has made some
of the most remarkable plasticine and claymation films we have shown: Marathon (2008), Jam Session (2005), Josette Und Ihr Papa (2010),
and the epic Esterhazy (2009). A few years ago, in contrast to these richly detailed, sumptuously realised moving plasticine dioramas, she released
Breakfast (2006), a film which relied on the slightest of indentations barely etched onto the surface of a completely flat tile of single-coloured
plasticine. I liked it a lot and happily screened it but thought it was a technique which didn’t
really allow for much development; that it would be difficult to create a space that had any
particular sense of depth; mise-en-scene struggling for any real detail or characters that
could move freely, quickly or interact with each other in especially complex ways. Her new
film, Afternoon, shows how wrong I was. Caught me completely by surprise.
I personally find Stephen Irwin, singularly, one of the most intriguing animators out there.
If you want to lock onto a rising talent with the word unique stamped/scrawled/gouged onto
the look, the sound and the entire conceptual platform of his or her work, Irwin is a damn
good candidate for the mantle. Moxie is vintage Irwin (if it’s not too early to declare such a
thing). It peddles a perplexing kind of happy cruelty that is hard to categorise – sort of like a
Monty-Python-meets-Charles-Manson-as-a-boy oxymoronic disposition. These films of his
must be bloody hard to storyboard and harder still to explain to funders (and parents).
I know they’re tricky devils to explain in detail to the film classification ‘powers that be’.
I’m not fond of the Global Financial Crisis. Initially I thought it might perhaps have the
unintended silver-lining of creating a bit of equality in my world by dragging more down to the
box-under-a-bridge lifestyle I thrive on (thus hopefully increasing the resale value of my box).
Now, my property speculation may not have been well grounded but what the GFC did do
was tighten up the job market in the film industry robbing us of the chance to meet Eric
Bates, the maker of Sayonara. Something of a world citizen, he found his way to Adelaide.
I planned to construct an Animation 101 around Sayonara but his Adelaide employment
opportunity had its own GFC (Got Finally Cancelled) and he was in Japan the last time we
chatted. Along with Stephen Irwin, Mr Bates is somebody I hope to contrive a reason to meet
this year with a view to greater greatnesses at future MIAFs.

Sayonara
JAPAN/CANADA, 3’40, 2011
DIRECTOR/PRODUCER: Eric Bates
Two unlikely friends spend one last day
together to say goodbye as the rising ocean
changes their lives forever.
207-2111 West 11th Ave
Vancouver, British Columbia V6K 4L4
CANADA
Phone: +1 604 655 8542
eric@eric-bates.com
www.eric-bates.com

Many Go Round

The Eater

The Room With No Corners

JAPAN, 6’00, 2011
DIRECTOR/PRODUCER: Yoshihisa
Nakanishi
A certified can’t-believe-my-eyes piece
of animation made of ingeniously cut paper
silhouettes formed into a kind of
phenakistoscope.

USA, 2’53, 2010
DIRECTOR/PRODUCER: Wally Chung
When is enough never enough? A man has
a strange encounter that categorises the
people around him – those he will eat and
those who simply stand witness to it all.

USA, 5’00, 2011
DIRECTOR/PRODUCER:
Jenna Caravello
Maxime’s weird little house is surrounded
by people. Inside, she must negotiate her
boundaries and learn to be happy but could
life be better outside?

205 Kuree-tokumaru 1-48-11
Tokumaru, Itabashi-ku, Tokyo JAPAN
Phone: +81 3 6780 4986
oneminute@jcom.home.ne.jp
http://members3.jcom.home.ne.jp/oneminute/index.html

PO Box 1577
New York, New York 10276
USA
Phone: +1 212 677 7499
info@wallychung.com
www.wallychung.com

jennacaravello@gmail.com
www.jennacaravello.com
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Omerta

Afternoon

Burrow

FRANCE, 6’14, 2011
DIRECTORS: Nicolas Loudot, Fabrice
Fiteni, Arnaud Janvier, Gaspard Roche
PRODUCER: Supinfocom
A dapper, gangster frog tries his luck at
locking horns with mafia rhinos – it was
only ever going to turn out one way.

POLAND/GERMANY, 2’36, 2011
DIRECTOR/PRODUCER:
Izabela Plucinska
Simple everyday life with an elegant
rescue thrown in – told in one and a half
dimensions.

MEXICO, 2’38, 2011
DIRECTOR/PRODUCER:
Federico Gutierrez
A joyously uninhibited couple immerse
their every whim in an absurd night of the
umbilicus.

Claytraces
Gabriel-Max.str13
Berlin 10245 GERMANY
Phone: +49 163 175 7239
claytraces@googlemail.com
www.izaplucinska.com

Priv. de Camino Real 9, Col. Tetelpan
Mexico City 01700
MEXICO
Phone: +52 55 5585 7374
jfederico.go@gmail.com
www.federico-gutierrez.com

Bon Voyage

Bottle

Moxie

SWITZERLAND, 6’18, 2011
DIRECTOR: Fabio Friedli
PRODUCER: Gerd Gockell
The dangerous journey from peril to
imprisoned safety is just a numbers game.

USA, 5’25, 2011
DIRECTOR: Kirsten Lepore
PRODUCER: CalArts
The power to connect knows no boundaries
and can’t be stopped by Mother Nature’s
power of erosion.

UK, 5’45, 2011
DIRECTOR/PRODUCER: Stephen Irwin
A sad face, a dead bear, a subdued detective
and a ‘lemon enema’.

Premium Films
130 rue de Turenne
Paris 75003 FRANCE
Phone: +33 142 770 631
animation@premium-films.com
www.premium-films.com

Guterstr. 15
Bern 3008
SWITZERLAND
Phone: +41 76 416 9273
feeble@hotmail.com

Right In The Middle / Zmitzt
Drin SWITZERLAND, 5’06, 2011
DIRECTOR: Cecile Brun
PRODUCERS: Jochen Ehmann, Gerd
Gockell, Jurgen Haas
I’m searching and searching when it’s
actually me that’s being followed. And I’ve
already been found ages ago.
Lucerne School of Art and Design
Sentimatt 1/Dammstrasse 5
Lucerne CH-6000 SWITZERLAND
Phone : +41 41 228 54 64
dagga@stjakob.org
www.hslu.ch/design-kunst

California Institute of the Arts
24700 McBean Parkway
Valencia, CA 91355
USA
Phone: +1 661 253 7825
kirsten@kirstenlepore.com
www.calarts.edu

51 Hargrave Mansions
London N19 5SR
UK
Phone: +44 776 673 2521
stephen@smalltimeinc.com
www.smalltimeinc.com

The Shoemaker / O Sapateiro

Oedipus CANADA, 13’18, 2011

PORTUGAL, 12’00, 2011
DIRECTORS: David Doutel, Vasco Sa
PRODUCERS: Sardinha Em Lata, Ib Cinema
A shoemaker, wrapped up in the memories
of his life and the demands of his work, experiences a crucial moment in his existence.

DIRECTOR: Paul Driessen
PRODUCERS: Marcy Page, Arnoud
Rijken, Michiel J. Snijders
A stunning tour-de-force from the legendary
Paul Driessen, animating at his absurdist
best. A parody of the classic Greek myth
with a few of the best known NFB characters
thrown in to thicken and spice up the dish.

Agencia – Portuguese Short Film Agency
Auditório Municipal, Praca da Republica
Vila do Conde 4480-715
PORTUGAL
Phone: +351 252 646 683
agencia@curtas.pt
www.curtas.pt/agencia

National Film Board of Canada
Postal Box 6100, Centre-ville Station
Montreal, Quebec H3C 3H5 CANADA
Phone: +1 514 283 9000
festivals@nfb.ca
www.nfb.ca
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In the Competition Programs, I usually veer sharply away from
‘theeeeeemmmmmmes” (said through gritted teeth whilst attempting to
control the urge to pound the keyboard a little harder than is strictly
required). The films speak for themselves, the competency (or otherwise) of the humble programmer is on display for all to see and the
opportunities to throw tomatoes at same are plentiful enough. The
programs, so the mantra goes, should just be about showing the best
films in an order that helps the audience survive the rollercoaster,
shock-therapy ride of being dragged like a rag doll from one odd little
world immediately into another.
Theemz (it’s an intentional typo; I still can’t bring myself to write the
word out properly) normally quiver and wobble along as participants
on a conga line of uninspired pointlessness: lame, maudlin, contrived
or, the classic … irrelevant! More than once I’ve heard arts industry
professionals discuss the value of choosing a theame with the ‘widest
possible potential’. Sold publicly as a concept that allows the audience
the greatest possible space for self-interpretation, it’s code for the
oxymoronic concept of a thieme that has no meaning and allows
programming and curatorial staff to just get on with the job of presenting
whatever they see fit to present. I remember doing festival jury service
and being press-ganged into selecting films that fit the theime of
‘happiness’. With much glee, we set about selecting films that
contained way more than their fair share of bad luck, despicable
behaviours and puritan miseries, thus bringing into sharp relief, you
understand, the very nature of happiness itself. It was one of the
happier juries I remember sitting on. Ah, the irony.
This missive came about because I have realised far too late that I
seem to have accidentally created a program with a theme – there,
I typed it! For a variety of reasons that mostly relate to the deeply
tedious demands of international freight schedules, technical projection
hurdles and screen-media compilation issues, screening orders get
locked in fairly early in the programming cycle. Changing the screening
order is not for the faint hearted and involves negotiating with people
who may not be especially open to change.

Out On A Limb is a fairly incisive look at the pecking order that evolves
when social resources are limited and egos clash and The Back Room
looks like a fairly dark depiction of one man’s attempt to understand
and escape his social isolation. Don’t be fooled by the cutesy toys
and animals in Small Soldier And Ballerina; it is a brightly coloured
(although utterly unvarnished) exposé of pure, simple, murderous
human jealousy. It’s probably drawing the bow a bit long for Preferably
Blue but even the most casual viewing reveals a take on mental illness:
when a cocktail of fables portrays an envy-fuelled rage perpetrated by
one of our most popular mythical children’s characters upon another
of our childhood favourites, some dark cultural recesses are being
illuminated.
The Backwater Gospel reminds us of the awesome power that religion
holds over many people, especially when expressed as a collective
experience. Peacemaker Mac raises the question of why we can’t all
get along and just sit down and talk out our problems.
A Life Well Seasoned is one of the most beautiful and genuinely
poignant films we are playing at MIAF this year. It rewards multiple
viewings. It’s an outstanding example of how several very different
techniques can be seamlessly melded into a glorious whole, which is
greater than the sum of its parts. But beyond that, it is a thoughtfully
crafted, wordless exploration of the most elemental aspects of the ties
that bind us, the way we age, and the way our memories shape our
current perspectives.
L’Air de Rien probably looks at that exact same element of the human
experience but from the opposite side of the same tarnished coin …
that fine line between love and claustrophobic need. Then Daddy
Don’t Forget Your Glasses wraps it up nicely with a look at the passing
of generations, the patchy continuation of those ties and the sometimes
confusing parade of memories that informs the choices we make or, at
the very least, assists with navigating us through the hand in life we’ve
been dealt.

And so, the screening order for this program stands. In re-watching it,
to try and harvest a few husks of inspiration for this article, I was taken
by the fact that I can’t recall a collection of films that more forensically
and yet abstractly depict notions of family and social ties.

Yonalure: Moment To Moment

Passenger

Out On A Limb / Ast Mit Last

JAPAN, 7’53, 2011
DIRECTORS/PRODUCERS: Ayaka
Nakata, Yuki Sakitani
Pure animation magic! A tour of arcs and
soaring glides that ever ebb and rise
through a village as it attempts to separate
from the moon.

USA, 3’51, 2011
DIRECTOR/PRODUCER: Africanus
Okokon
An entrancing re-animated view of a ride
home in the dark.

GERMANY, 5’03, 2011
DIRECTOR/PRODUCER: Falk Schuster
An elegant look into the simple, competitive
world of birds and the resting places they
try and share.

Rhode Island School of Design
2 College St
Providence, Rhode Island 02903
USA
Phone: +1 401 454 6233
rpaiva@risd.edu
www.risd.edu

Ernst-Koenig Str 1
Halle 06108
GERMANY
mail@falkschuster.com
www.falkschuster.com

1-10-6-401 Mihara, Asaka-shi
Saitama-ken 351-0025
JAPAN
info@ayakanakata.net
www.ayakanakata.net
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The Back Room
AUSTRIA, 5’30, 2011
DIRECTORS/PRODUCERS:
Michael Kren, Mirjam Baker
A door opens, the decision to enter is a
mistake. No way out and the only view is
that of a single sparse tree in front of a
desolate city.

Small Soldier And Ballerina /
Congatuku Tanyobuyuya
RUSSIA, 7’00, 2010
DIRECTOR: Anastasiya Sokolova
PRODUCER: Irina Snezinskae
Things turn ferocious when a toy lovestory falls foul of an evil joker and his
henchman cat.

Landstrasser Haupstrasse 95/2/6b
Vienna 1030
AUSTRIA
Phone: +43 680 315 1342
ebendieser@mikekren.at
www.mikekren.at

asdance@yandex.ru

The Backwater Gospel

Peacemaker Mac – The Island
Of Dispute

DENMARK, 9’31, 2011
DIRECTOR: Bo Mathorne
PRODUCER: The Animation Workshop
Death stalks the prairie and has no
favourites – neither true believers nor
crazed hillbillies can hide.

ISRAEL, 4’39, 2011
DIRECTOR/PRODUCER: Yotam Cohen
A damned classy, old-time-style cartoon
channelling Kricfalusi and Mesmer in
roughly equal proportions.

The Animation Workshop
Kasernevej 5
Viborg 8800
DENMARK
Phone: +45 8755 4900
info@animwork.dk
www.animwork.dk

Bezalel Academy of Arts and Design
Mount Scopus Campus
PO Box 24046
Jerusalem 91240 ISRAEL
Phone: +972 2 589 3340
festivalsliaison@bezalel.ac.il
www.bezalel.ac.il/en/

L’Air De Rien

Daddy Don’t Forget
Your Glasses

FRANCE, 3’16, 2011
DIRECTOR: Cecile Milazzo
PRODUCER: La Poudriere
The faces we create, the clothes we wear,
the spaces we inhabit – are they barriers,
disguises or conduits to surviving day to day.
La Poudriere
La Catoucherie, rue de Chony
Bourg les Valence 26500 FRANCE
Phone: +33 4 7582 0808
contact@poudriere.eu
www.poudriere.eu

BELGIUM, 7'37, 2012
DIRECTOR: Bruno Wouters
PRODUCERS: Geert van Goethem,
Linda Sterckx
A stylish pastiche of memories trailing
across the landscape of a normal life.
S.O.I.L.
Stalingradlaan 8
Brussels 1000
BELGIUM
info@soilart.be

Preferably Blue
NEW ZEALAND, 10’43, 2010
DIRECTOR: Alan Dickson
PRODUCER: Glen Real
Not everybody loves Santa – especially this
Easter Bunny.
New Zealand Film
PO Box 11 546
Wellington 6011
NEW ZEALAND
Phone: +64 4 382 7686
lisa@nzfilm.co.nz
www.yukfoo.net

A Life Well-Seasoned
UK, 3’35, 2011
DIRECTOR: Daniel Rieley
PRODUCER: The Arts University College
at Bournemouth
Maybe the simplest memories are the real
spice of life.
rieley.daniel@gmail.com
www.daniel-rieley.blogspot.com.au
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African animation continues to elude us here. Some (or many) of the barriers to creating
animation in Africa are probably fairly obvious. But it’s a big place and it’s a bit strange that,
South Africa aside, there just is not much that ever floats to the surface. There are faltering
attempts. Occasionally, I get sent a school reel or an enterprising animator or emerging studio
will send in some examples but it just never seems to get over the line. I recall Ottawa Animation
Festival director, Chris Robinson, sprinkling a collection of African animation into their competition
programs a few years ago as ‘out of competition’ bonus films. It worked better than I assumed it
would and I really looked closely at pilfering that idea (I had the same reel Chris used sitting on
my desk) but … but … close, but ... no. A very close friend is a London-based expert on some
of Africa’s darkest corners and he has all but convinced me to journey to Ethiopia (or at least to
Addis Ababa) and the promise of stunning coffee awaiting has got me over the line. But I have
been waiting for a break-out African animator to emerge before making the journey so that I can
unleash the ‘tax deductible’ genie from his bottle.
The African animator that might just be that break-out artist is Ezra Wube. Admittedly, he now
lives and works in the USA but his work is rich with the sights, the sounds, the essences and
the heartbeats of African city life. His film Hisab catches these varied but vital currents exquisitely,
infusing them with hints and glimpses of the mythical that make African storytelling so
transcendent and transform the everyday to a parallel universe in all its great and minor glories.
Wube works fast and paints with the skill and vision of somebody way beyond his years. Canvasses
are painted, photographed, painted over and photographed again. It’s a rich technique, filling the
frame with layer upon layer of generous texture and a sense of the work coming directly from the
hand of the artist.
Koji Yamamura needs no introduction to animation fans. His latest film, Muybridge’s Strings, is
an interesting look at the life and work of Eadweard Muybridge, the man who captured the iconic
series of stills of a galloping horse. Part exploration of the very fundamentals of filmmaking and
part deconstruction of Muybridge the man (who turns out to be something of a ratbag actually),
Yamamura’s film works on a whole range of levels, most of them fairly visible and accessible.
To varying degrees, this contrasts alot with his earlier films that tethered their narratives to the
viewer’s imagination and then dragged them off down the lane behind Yamamura’s crazy cart.
Mt Head (2002) is one of MIAF’s favourite films of all time. Telling the story of a miser who
sprouts a tree from the top of his head that in turn gives rise to a growing, boisterous community
of scalp-top squatters makes a certain sense but the subtleness of the lunacy that fuels this
fable works a kind of magic as a mild cognitive anaesthetic, serving to lower the guard and
embed the film more deeply than most in the mind of the viewer. Many will have also seen Franz
Kafka – A Country Doctor (2007), which similarly defies categorisation and The Old Crocodile
(2005), which we showed a few years ago, that travelled a much straighter narrative path but
was nonetheless full to the brim with a kind of magical realism. Changes in the distribution
channels for many of his films have, at times, made it trickier to secure them for screenings down
here (read into that what you will) but this film as a NFB co-production was easily within our
reach and I grabbed it the minute I saw it last year to bring his latest effort to MIAF.

Hisab

Blue Whale

A Bit And Every Bit

Conte De Faits

ISRAEL, 6’35, 2011
DIRECTOR/PRODUCER: Sivan Kidron
A beautifully fluid, visual essay on the
wisdom of elders and the human need to
feel a relationship with the sea.

UK, 2’39, 2010
DIRECTOR: Sharon Liu
PRODUCER: Animation Staff, RCA
A reflection on the relationship between the
filmmaker's mother and Alzheimer-suffering
grandmother.

FRANCE, 3’59, 2011
DIRECTOR: Jumi Yoon
PRODUCER: La Poudriere
A young girl remembers the sights, sounds
and her escape paths from the American
servicemen’s bar her mother ran during the
Korean War.

Bezalel Academy of Arts and Design
Mount Scopus Campus
PO Box 24046
Jerusalem 91240
ISRAEL
Phone: +972 2 589 3340
festivals-liaison@bezalel.ac.il
www.bezalel.ac.il/en/

Animation Department, Royal College of Art
Kensington Gore, London SW7 2EU
UK
Phone: +44 207 590 4512
jane.colling@rca.ac.uk
www.rca.ac.uk/animation

ETHIOPIA, 7’56, 2011
DIRECTOR/PRODUCER: Ezra Wube
A goat, a donkey and a dog take a taxi – an
evocative journey through an Ethiopian
cityscape.
PO Box 396
Santa Cruz, California 95060
USA
Phone: +1 917 302 0903
emailezra@gmail.com
www.ezrawube.net/hisab.mov

La Poudriere
La Catoucherie, rue de Chony
Bourg les Valence 26500 FRANCE
Phone: +33 4 7582 0808
contact@poudriere.eu
www.poudriere.eu
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Luminaris

Egaro

Una Furtiva Lagrima

ARGENTINA, 6’20, 2011
DIRECTOR: Juan Pablo Zaramella
PRODUCER: Sol Rulloni
In a world controlled and timed by light, an
ordinary man has a plan that could change
the natural order of things.

FRANCE, 6’09, 2011
DIRECTOR: Bruno Salamone
PRODUCER: Supinfocom
Apparently meek and mild by day, the vibe
turns grotesque when his conversion to the
‘masked one’ takes place.

USA, 3’07, 2011
DIRECTOR/PRODUCER: Carlo Vogele
An utterly epic, operatic end to a fishy life.
The delicious, impending violence of a hot
pan at the ready.

Castro 1148 – Dpto. 8
Buenos Aires 1237 AAB
ARGENTINA
Phone: +54 11 4932 1889
contact@zaramella.com.ar
www.zaramella.com.ar

Autour de Minuit
21 rue Henry Monnier
Paris 75009
FRANCE
Phone: +33 1 4281 1728
festivals@autourdeminuit.com
www.autourdeminuit.com

Aussicht

The Box / Die Kiste

reddish brown & blueish green

GERMANY, 5’00, 2011
DIRECTOR: Paul Stoll
PRODUCER: Sinje Gebauer
A thrilling fiesta of digital deconstruction
turned up to 11.

GERMANY, 4’50, 2011
DIRECTOR/PRODUCER: Kyra Buschor
A tale of the reptilian mystic. Three frogs
must decide whether to open the box that
sits before them.

USA, 3’15, 2011
DIRECTOR/PRODUCER: Samantha
Gurry
Child services, ‘schwag’ and the American
Dream.

Filmakademie Baden-Wurttemberg
Akademiehof 10
Ludwigsburg 71638
GERMANY
Phone: +49 7141 969 103
eva.steegmayer@filmakademie.de
www.animationsinstitut.de

Filmakademie Baden-Wurttemberg
Akademiehof 10
Ludwigsburg 71638
GERMANY
Phone: +49 7141 969 103
eva.steegmayer@filmakademie.de
www.animationsinstitut.de

31 Beacon Ave. Apt. 1F
Jersey City, New Jersery 07306
USA
Phone: +1 973 902 8702
samgurry@gmail.com
www.planckthyme.blogspot.com

What Happens When Children
Don't Eat Their Soup

Minus

Muybridge’s Strings

FRANCE, 5’00, 2011
DIRECTORS: Stan & Vince
PRODUCER: Supinfocom
A densely packed forest floor of yapping
blob creatures, which search out the
transforming nutrition of the teat.

JAPAN/CANADA, 12’39, 2011
DIRECTOR: Koji Yamamura
PRODUCERS: Michael Fukushima,
Keisuke Tsuchihashi, Shuzo John Shiota
Yamamura animates the story of one of the
first, and most famous, pieces of animation
ever created – Muybridge’s horses.

POLAND, 8’00, 2011
DIRECTOR: Pawel Prewencki
PRODUCER: University of Fine Arts, Poznan
When the door is opened, two children
attempt to escape the labyrinth of new
meanings and evade the consequences of
their misbehaviour?
Krakow Film Foundation
Basztowa 15/8a Krakow 31-143 POLAND
Phone: +48 12 294 6945
zofia@kff.com.pl
www.kff.com.pl

Autour de Minuit
21 rue Henry Monnier
Paris 75009
FRANCE
Phone: +33 1 4281 1728
festivals@autourdeminuit.com
www.autourdeminuit.com

Autour de Minuit
21 rue Henry Monnier
Paris 75009
FRANCE
Phone: +33 1 4281 1728
festivals@autourdeminuit.com
www.autourdeminuit.com

National Film Board of Canada
Postal Box 6100, Centre-ville Station
Montreal, Quebec H3C 3H5 CANADA
Phone: +1 514 283 9000
festivals@nfb.ca
www.nfb.ca
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Storycorps is an interesting, thought-provoking project. It’s actually kind of compulsive
when you really start getting into it. New York based, it exists to encourage everyday people to
simply come on in and record their stories. Mostly done in a kind of interview format, since 2003
Storycorps has recorded and archived more than 40,000 interviews by 80,000 participants.
A very small selection of these interviews are turned into short animated films by Mike and Tim
Rauch, two of the nicest guys on the circuit. Their style is deceptively simple and brings life to
the recorded voices without overpowering or upstaging the story being told. John And Joe
comes directly from the mouth of a father who lost his two sons, one a fire fighter like himself,
the other a police officer, in the September 11 attacks. There’s power enough in that story, but
the path the father describes of finding a means to cope with his loss is what wraps that story
in an extra layer. Portraying neither anger, a desire for vengeance or a sense of resignation, he
is a man without ‘could’ves’, ‘would’ves’ or ‘should’ves’. It is almost impossible not to try and
summons an image of this man in your mind’s eye as you listen to him narrate this story of duty,
loss and acceptance.
We didn’t choose as many Supinfocom films this year as we usually do. Interesting. It’s been a
strong year for the type of films that Supinfocom produce and that extra competition might have
edged them closer to the line in the sand. Last year was a bumper crop and we ran hard featuring
them strongly with a stand-alone program so there may have been a bit of a counterbalancing
reaction to that. And there may have been changes in the course curriculum that has wobbled
the focus of the new five-year-long course graduates – it’s an evolving picture. But a couple of
the latest Supinfocom films, Film Noir Et Blanc and Jack And Chuck, have turned up in this
program. They are both rather wonderfully constructed visions of evil and, probably because of
that, they were both shuffled into this particular program pretty much at the last minute just to
darken it up a little bit. Things work that way around here. Interestingly, the new Supinfocom
campus in India sounds like it is going to produce a graduating class soon. I have had a few
faltering email exchanges with the course director there, but this year I plan to get a bit more
serious about that and start taking a closer look at what they are doing and getting it on screen
here. Watch this space.
The film that has probably grabbed me the most, and on the most number of levels, recently is
Ulo Pikkov’s Body Memory from Estonia. The sense of confinement and containment, of loss of
control, of the unknown and the unseen persecutor just beyond the wall is palpable. And the
imagery conjures reflections on some of the visions that still resonate as shameful horrors.
Another fascinating consideration is that Pikkov is working his way through the suite of animation
techniques and seems to be mastering them all in quick succession.
And would it really be a MIAF if we didn’t show a Max Hattler film? We have to get this guy out
sometime and unleash him on some local animators. I feel a workshop coming on! His work
portrays a creative restlessness that is constantly searching for a new avenue of expression.
Following his blog can be bewildering; he seems to endlessly roam around Europe showering the
locals with one fascinating parade of visual simulation/stimulation after another. I’ve never really
talked to him about how he taps this wellspring, it’s kind of weird, when you’re in his company it
never seems to occur to ask (and it’s usually the first thing I do ask). Yep, let’s get him out here.

A Morning Stroll
UK, 6’49, 2011
DIRECTOR: Grant Orchard
PRODUCER: Sue Goffe
Change is a constant, and the urban jungle
bears much of the scar tissue caused by it,
but some things never alter or bend to the
pressures that change throws at them.
Studio AKA
30 Berwick St
London W1F 8RH UK
Phone: +44 20 7434 3581
kaye@studioaka.co.uk
www.studioaka.co.uk

John And Joe

Spin

Within Within

USA, 3’55, 2011
DIRECTORS: The Rauch Brothers
PRODUCERS: Mike Rauch, Lizzie Jacobs
Retired New York fire fighter, John Vigano Sr,
reflects on losing his two sons – one a fire
fighter, the other a police officer – on Sept 11.

UK/FRANCE, 3’55, 2011
DIRECTOR: Max Hattler
PRODUCERS: Nicolas Schmerkin,
Max Hattler
A complex choreography of re-animated
figures moving to the exquisitely synchronised command of a master manipulator.

UK, 3’00, 2011
DIRECTOR: Sharon Liu
PRODUCER: Animation Staff, RCA
An astonishingly mature review of the
young filmmaker’s sense of her birthplace –
Hong Kong – its place in the world and its
complex relationship with China.

Autour de Minuit
21 rue Henry Monnier
Paris 75009 FRANCE
Phone: +33 1 4281 1728
festivals@autourdeminuit.com
www.autourdeminuit.com

Animation Department, Royal College of Art
Kensington Gore. London SW7 2EU
UK
Phone: +44 207 590 4512
jane.colling@rca.ac.uk
www.rca.ac.uk/animation

StoryCorps
80 Hanson Place, 2nd Floor
Brooklyn, New York 11217
USA
Phone: +1 646 723 7020
mmillett@storycorps.net
www.storycorps.org
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Point De Fuite
FRANCE, 3’58, 2011
DIRECTOR: Phuong-Mai Nguyen
PRODUCER: La Poudriere
Does it hurt? What are you afraid of? What
are you trying to run away from? An unclear
encounter.
La Poudriere
La Catoucherie, rue de Chony
Bourg les Valence 26500
FRANCE
Phone: +33 4 7582 0808
contact@poudriere.eu
www.poudriere.eu

Butterfly Dream
/ Un Reve Papillon
USA, 8’32, 2011
DIRECTOR/PRODUCER: Woonha Jang
Cleaning up the blood is only the first step.
There’s still the weird fridge to deal with.
And reality, there’s still actual reality to try
and confront.
1645 Winona Blvd Apt. 103
Los Angeles, California 90027
USA
Phone: +1 323 491 4804
unajang@gmail.com
www.gallery.me.com/unajang

Swarming / Kuhina
FINLAND, 7’18, 2011
DIRECTOR: Joni Mannisto
PRODUCER: Eija Saarinen
A new universe of life leaps forth from the
insides of a dead bird – much to the delight
and wonder of the child who discovers it.
Itainen Rantakatu 40 A 26
Turku FI-20810
FINLAND
Phone: +358 40 7548 245
joni.mannisto@gmail.com
www.jonimannisto.weebly.com

Film Noir Et Blanc

Tweng

Zobeide

FRANCE, 5’23, 2011
DIRECTORS: Nicolas Crevon, Benjamin
Corbel, Estelle Charleroy, Alexandre
Cuegniet, Laura Paiardini, Paul Serrell
PRODUCER: Supinfocom
When the night throws nothing but shadows
and when every shadow can harbour death,
life’s end can be delivered in 100 different ways.

GERMANY, 2’15, 2011
DIRECTORS/PRODUCERS: Sandra
Dollo, Uli Berthold
A relentlessly crazed pastiche of wild
imagery from Zombie Flesh Eater.

UK, 2009, 4’45
DIRECTOR: Julian Krispel-Samsel
PRODUCER: Animation Staff, RCA
Inspired by Italo Calvino’s Invisible Cities, a
visual narrative sparked by a conversation
about inhabiting the spaces between sound
and image.

Premium Films
130 rue de Turenne, Paris 75003 FRANCE
Phone: +33 142 770 631
animation@premium-films.com
www.premium-films.com

Eisenbahnstr. 13
Berlin D-10997
GERMANY
Phone: +49 30 41725 115
tweng@sansculotte.net
www.sansculotte.net

Animation Department, Royal College of Art
Kensington Gore, London SW7 2EU
UK
Phone: +44 207 590 4512
jane.colling@rca.ac.uk
www.rca.ac.uk/animation

Jack And Chuck

The House / Das Haus

Body Memory / Keha Malu

FRANCE, 6’40, 2011
DIRECTORS: Alexandre Chaudret,
Thomas Crepin, Maureen Kressmann
PRODUCER: Supinfocom
What devil’s pact would you make? Would
you swap your tongue for the chance of a
much greater literary voice.

GERMANY, 6’48, 2011
DIRECTOR/PRODUCER: David Buob
Four dimensions and multiple gravities help
and hinder one little girl’s attempt to help
her grandmother.

ESTONIA, 9’00, 2011
DIRECTOR: Ulo Pikkov
PRODUCER: Arvo Nuut
Many memories dangle by the finest of
threads, which are being pulled by forces
out of sight and out of control.

Premium Films
130 rue de Turenne
Paris 75003 FRANCE
Phone: +33 142 770 631
animation@premium-films.com
www.premium-films.com

Thomasstr 59
Berlin 12053
GERMANY
Phone: +49 176 9636 9485
david@davidbuob.de
www.dashaus-animation.de

Nukufilm
Niine 11
Tallinn 10414
ESTONIA
Phone: +372 6414 307
nukufilm@nukufilm.ee
www.nukufilm.ee
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Our annual showcase of abstract animation rolls around again.
It’s one of the most interesting, challenging and rewarding parts of
the festival to program. To me, abstract animation (whatever that
might wind up meaning) is a kind of obvious pathway for an animator
to eventually head down and for an audience to seek out, appreciate
and absorb; a kind of easy-grasp answer to the ‘what next?’ question
that artists and audiences ask when they are pushing their imaginations
further and further.
For an artform within which virtually every participant produces
something that has a whiff of the abstract, the surreal or, at the very
least, the slightly unreal about it, this just seems to be simple and
compellingly logical to me.
But it’s that kind of wide-of-the-mark, semi-delusional thinking that
gets me in trouble time and time again and that has landed me in
jobs like running animation festivals. The most obvious flaw in that
hall-of-mirrors logic is that many, many animators strive to move in
the exact opposite direction, attempting to bring more clarity to their
artwork and more structure to their narratives as they develop in their
careers. That actually makes more sense than my default assumption
which, more than anything, probably just reveals my own preferences
for the direction I would head if I were ever to summons the moxie to
make a film of my own.
Generally speaking, it takes a very long time to make any animated
film and there are a limited number of films within any given animator,
so, by necessity, they have to be judicious about the kinds of films
they invest their creative and financial resources in. One person’s
logical pathway is simply another’s drain.
But I understand the niche status of abstract animation a lot less
when it comes to audiences. The maximum time commitment asked
of an audience member to watch a five-minute film is, well, five minutes.
It is an intensely satisfying experience to see so many people walk
through the door to watch the Abstract Showcase each year but the
glass-half-empty festival director can’t help but wonder why more
don’t make the short journey across the threshold; the physical
barrier is non-existent, the films accessible to anybody who can
obtain a ticket.

A case can be made that abstract animation is the R&D engine room
of the animation world. The best of them delve into the very DNA of
moving-image art, relying entirely on the most intricately sophisticated
understanding of the very fundamentals of what it takes to make
images appear to move and what it takes to match that avalanche
of imagery with a compelling and provocative (or enticingly
complementary) soundtrack.
Within the five-minute world of that five-minute abstract, animation is
a parallel universe that revels in its discovery and display of the most
elemental nature of the art of animation. This can not only be enjoyed
at its face value but provides a treasure trove of ideas and insights
that can fuel our appreciation of other films, artworks and the world
in which we attempt to exist.
They can examine the limits of the very frame within which all cinema
is necessarily fixed and then teach us how that frame can be
breached purely with the power of our own imagination. Just as jazz
music can so often be about what happens between the notes as
much as the notes themselves, so can all cinema be as much about
what we perceive or imagine could be happening outside the frame
we are presented with. It’s a lesson worth dragging into many
galleries, theatres, boardrooms or natural vistas.
In any animated film, every single component has to be wilfully
included and placed by the animator. In abstract animation the
fundamental elements of colours, shapes, shades, lighting and background carry exponentially more weight because they carry the show.
Seeing how an artist chooses to manipulate, craft and present these
can be like a free ride on a journey that helps us appreciate and
re-evaluate so many aspects of the world around us; a world which
we must interpret in our own way and attempt to make sense of. On
this level, abstract animation can act as a kind of intensely valuable
source code, moulding, informing and re-empowering the imaginative
tools that already exist within most of us.
Many – or most – of us lose a lot when we become adults. The real
complexities of the world etch their spindly way into our subconscious
and slowly but surely grey-wash out some of the most beautiful
things that are right in front of us. We surrender, or have torn from

AE

20 Hz

Ocean Forest

POLAND, 3’15, 2011
DIRECTOR/PRODUCER: Marcin Gizycki
A simply brilliant tribute to Abstract
Expressionism utilising coloured water
painted on vanishing image paper. A play of
moving lines and splashes set to jazz music.

UK, 5’00, 2011
DIRECTORS/PRODUCERS:
Semiconductor: Ruth Jarman, Joe Gerhardt
A fascinating and mesmerising animated
form created directly from data of a
geomagnetic storm in the earth’s upper
atmosphere, collected by the CARISSMA
radio array telescope.

AUSTRALIA, 7’40, 2011
DIRECTOR/PRODUCER: Paul Fletcher
An exploration and evocation of the feelings
of awe, terror and wonder created by
geographical and psychological wilderness.

Ul. Morszynska 7/7
Warsaw 02-917
POLAND
Phone: +48 22 651 6739
mgizycki@hotmail.com

semi@semiconductorfilms.com
www.semiconductorfilms.com

PO Box 128
Lockwood South, Victoria 3551
AUSTRALIA
Phone: +61 5435 3980
paulf@impulse.net.au
www.digitalcompost.net
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us, the right to just like something because we like it. The social
barometric pressure to believe that every facet of our existence
needed for societal navigation should have, needs to have, or must
have a narrative of some type squeezes on our eyes and ears until
we acclimatise to it and accept the more intensified existential
atmosphere.
Case in point: MIAF regulars or fans of direct-to-film animation will
know Steven Woloshen. He scratches and paints images directly
onto filmstock. No camera required. And he has an absolutely uncanny
ability to match this hand-created imagery perfectly with music,
especially jazz music. To spend any time with him is to witness a man
who simply cannot stop drawing, doodling and sketching. He must
have literally hundreds of sketchbooks and journals stored somewhere (I assume he keeps them). This plethora of images both feed
into and help him extract and unpack the relatively tiny number of
images that he eventually commits to film for us to see. His films
sparked one of the greatest, simplest and most incisive critiques I
have ever heard, which came from Ottawa Animation Festival director,
Chris Robinson, who said, simply, that he liked Woloshen’s films
“because they make me feel good”.
And so what of this year’s Abstract Showcase. It is heavy on handmade films this year. It also strikes me that another hallmark of the
program this year is the number of more complex and/or more
technically involved films by filmmakers whose work we have
screened in recent years.
A good example is the opening film AE by Marcin Gizycki. He animates
with coloured water swatches. His film last year, Aquatura, was
beautiful and intriguing but in AE he seems to have taken firm control
of the technique and is confidently wrangling it to perform to his will.
The result is a truly unique screen experience.
Somewhat more nervously, I would nominate Paul Fletcher’s Ocean
Forest into this category. I like his films more every year and want MIAF
to do what it can to support his work and help it reach an audience.
Paul’s films often have a very rapid and random frisson about them. I
think he often animates very quickly and from a very instinctive place.
Ocean Forest has a sumptuousness to the imagery that seems new to
my eye compared to his earlier films and a pacing that allows for, and
seems to encourage, a more referential enjoyment of that imagery.

Something much the same can be said For Colin V. Barton’s
4 Givings. MIAF has screened a number of his films over the years
and while he is still working in the direct-to-camera visual style and
still mixing an eclectic parade of apparently random, recognisable
symbols and images with streams of fully abstracted animation, there
is also a density and diversity to the colour, a strength and purpose to
the delivery of those images and an extension to the time they perform
on screen for us that takes his latest offering to a different plane.
In exactly the opposite way (but to the same effect), Steven Subotnick’s
new film, Two is just simply a delight to watch. It somehow uses less
of the things that his previous films have manifested on screen but
to greater effect. At heart, it is a pretty simple idea that masks well
what would have been some fairly complex animating to give us a
short piece of moving-image art that makes us ponder the very
process of committing ink to page.
Joanna Priestley gives us Eye Liner in what seems to be becoming
one of her established styles now. It’s a kind of hyper-coloured digital
‘germ warfare’ style that first emerged in her 2005 film, Dew Line.
But in Eye Liner she has fit more of everything into the frame and
really has them moving to the beat. It’s all too much for the eye
to take in in a single screening and is testament to her growing
proficiency and confidence with digital animating technologies.
We hardly ever screen films from the prolific British duo of movingimage, screen artists Ruth Jarman and Joe Gerhardt, otherwise
known as Semiconductor. Their work has had a vast number of
screenings and exhibitions in galleries, cinemas, festivals and events
all over the world. They have received numerous commissions, their
work has been purchased for the permanent collection of the
Pompidou Centre in Paris and they have received fellowships and
residencies at organisations in Europe, England and the US including
a Smithsonian Research Artists Fellowship in 2010. 20Hz is a pretty
typical Semiconductor piece and an absolute wonder to behold
creating a kind of moving sculpture made from the manipulated data
of a recording of a geo-magnetic storm above the Earth.

I Call Myself Sane / Kutsun
Itseani Terveeksi
R.E.M.

Pop

FRANCE, 1’53, 2011
DIRECTOR/PRODUCER: Florentine
Grelier
Dreaming … but on film!

CANADA, 3’08, 2011
DIRECTOR/PRODUCER: Rachel Moore
Enjoy this black and white, paint-on-glass
exploration of motion, texture, metamorphosis
and sound. An abstracted interpretation of
life on earth.

30 rue Paul Bert
Saint-Ouen 93400
FRANCE
Phone: +33 609 991 825
katachoo2@hotmail.com
www.cobayabook.blogspot.com

4153 Prospect Lake Rd
Victoria, British Columbia V9E 1J2
CANADA
Phone: +1 250 590 5559
fastlane@toastmac.com
www.fastturtle1976.com

FINLAND, 4’20, 2010
DIRECTOR/PRODUCER: Niina Suominen
I call myself sane. I sit in a forest searching
for furniture. A multi-media work combining
direct-to-film-style animation with found
footage, poetry, music and apparently
random moving images.
AV-arkki
Tallberginkatu 1 C 76
Helsinki 00180
FINLAND
Phone: +358 50 435 6092
submissions@av-arkki.fi
www.av-arkki.fi
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Eye Liner

Carbon

USA, 3’53, 2011
DIRECTOR/PRODUCER: Joanna Priestley
A playful exploration of the human face,
its patternings and the cultural effigies that
echo facial features.

USA, 4’45, 2011
DIRECTOR/PRODUCER: Dylan Ladds
Carbon is one of the fundamental buildings
blocks of our existence; it is the thread by
which we hang; it is in the molecules that
surround us – seen and unseen.

1801 N.W. Upshur Ste 630
Portland, Oregon 97209
USA
Phone: +1 503 274 2158
joanna@primopix.com
www.primopix.com

Rhode Island School of Design
2 College St
Providence, Rhode Island 02903 USA
Phone: +1 401 454 6233
dladds@risd.eduau
www.risd.edu

One Second Per Day / Une
Seconde Par Jour
FRANCE, 7'19, 2011
DIRECTOR: Richard Negre
PRODUCER: Badlands Productions
One second of film per day – meaning 25
drawings a day – every day, day after day,
for a year. A year well spent.
8 rue de la Grande Chaumiere
Paris 75006 FRANCE
Phone: +33 6 3467 9466
richardnegre@yahoo.fr
www.richardnegre.com

Strings

Two

Transition 89

AUSTRALIA, 1'08, 2011
DIRECTOR/PRODUCER: Benjamin
Ducroz
In this colourful collection of hyper-colliding
shapes, Ducroz continues his exploration
of ‘Big Bang’ motifs evident in some of his
previous films.

USA, 2’24, 2011
DIRECTOR/PRODUCER:
Steven Subotnick
An absorbing visual dialogue based on
timing, gesture, mark-making and sound.

AUSTRIA, 5’47, 2011
DIRECTOR/PRODUCER: Lia

67 George St
Fitzroy, Victoria 3065 AUSTRALIA
Phone: +61 432 989 328
benjamin@ducroz.com
www.ducroz.com

228 Gano St
Providence, Rhode Island 02906
USA
Phone: +1 401 421 8984
ssubotnick@cox.net
www.stevensubotnick.com

4 Givings

Sensology

USA, 4’00, 2011
DIRECTOR/PRODUCER: Colin V. Barton
Based on multiples of four, we move
through the cycle of the day with the central
themes of forgiveness, release, renewal
and acceptance.

USA, 6’00, 2010
DIRECTOR/PRODUCER: Michel Gagne
An intricately choreographed – yet
hauntingly intuitive – animated visualisation
of a landmark improvisational jazz
performance.

5451 Colodny Dr
Agoura Hills, California 91301
USA
colinbarton@mindspring.com
www.mediumstrip.com

Gagne International LLC
1225 E. Sunset Dr Ste 145 PMB 336
Bellingham, Washington 98226
USA
Phone: +1 360 733 9500
gagneint@aol.com
www.gagneint.com

A luxuriously complex, pulsating web of
interconnecting, digital, moving geometry.
lia@liaworks.com
www.liaworks.com
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Jonathan Nix’s new film, The Missing Key, is at least as good as I thought it was
going to be. He delivered a captivating ‘work in progress’ presentation at MIAF a few years ago
and won everybody over to the film long before it was complete.
Nix opened his sketchbook for us at that presentation and revealed a collection of sublime
sketches and paintings that have turned into an equally sublime visual feast in The Missing Key.
Nix, now Sydney based, originally trained in Melbourne and his graduate film, Hello, would be
one of the more successful Australian animated films that screened just about everywhere during
its festival run.
He is an accomplished musician having played a variety of stringed instruments in bands such
as Machine Translations and The Gadflys. His passion for music infuses his films and this is
particularly so with The Missing Key.
“The intrinsic power of a good melody has fascinated me since I was a child”, reads his director’s
statement. “I believe the quest to find one is no frivolous task, but a serious adventure. The Missing
Key is about an artist trying to create something of beauty and resonance.”
And what beauty. In his film, Nix uses a delicate, astonishingly detailed watercolour technique to
imagine a 1920s Venice. The visual impact of this technique is a profound filling of the senses,
making the viewer want to step into his scenery. This is a film that is going and should go far.
The Brothers McLeod is a really interesting outfit. London based, they have carved an interesting
niche creating commercials, stings and web-based moving graphics as well as a very quirky
catalogue of short (and not so short) animated films. Their new film, Isle Of Spagg, being the
latest, and the longest (so far).
Miles McLeod is the writer, Greg McLeod, the illustrator and they generally work as co-directors
on films and projects with most of the sound done by their long-time collaborator, Paul Johnston.
This gives their work a distinctive visual style of sorts but it is the deep infusion of eccentric
whimsical imagination that really brands them.
I can’t remember the first time I saw The Making Of Longbird by Will Anderson, but I remember
it was a pretty average projection and a lot of the charm was lost to me initially. Then it started
picking up awards, getting invited to festival after festival (and winning!) and I snuck into the end
of a screening at Ottawa just to watch it again. This time was a different story. It is pure fun, a
kind of meta-film, mocumentary take on the joys and horrors (real and imagined) of making an
animated film. Clever without being smart-alecky; a tricky double to pull off and ‘Longbird’ does
it better than most. Nice work!

The Missing Key
AUSTRALIA, 29’55, 2011
DIRECTOR: Jonathan Nix
PRODUCERS: Garth Nix, Anna McFarlane,
Jonathan Nix
We first saw this as a work-in-progress at
MIAF 2010. Here is Nix’s, now complete,
tour of a gloriously re-imagined 1920’s
Venice.
39c Burnie St
Clovelly, Sydney 2031 AUSTRALIA
Phone: +61 2 9664 9577
jonathan@studionix.com
www.themissingkey.com

Isle Of Spagg

I Have Fear / Ich Habe Angst

The Making Of Longbird

GERMANY, 15’00, 2010
DIRECTOR/PRODUCER: Mariola
Brillowska
I have fear! Of everything! I have fear of
letters, keys, trains, rats! A cavalcade of
constantly crescendo-ing ideas running one
after another.

UK, 15’18, 2011
DIRECTOR: Will Anderson
PRODUCER: Donald Holwill
A behind-the-scenes look at the battle
royale raging between an animator and a
character that just won’t do what it is
commanded to.

UK, 28’00, 2011
DIRECTORS: The Brothers McLeod
PRODUCERS: Helen Brunsdon, The
Brothers McLeod
It’s starting to rain fish, which seems, on the
face of it, a bit of a God-send. But some fish
are ALOT bigger than others and the first
victim is the town’s most unpopular grump,
who nobody is really that unhappy to see
the back of. A wonderfully sustained parade
of whacky characters and blink-and-youmiss-’em surreal twists.

Academy of Art & Design Offenbach
Schlogsstr 31, Offenback D-63065
GERMANY
Phone: +49 160 808 1719
mariola@hfg-Offenbach.de
www.mariolabrillowska.com/academy.html

4 (2f2) Viewforth
Edinburgh, Scotland EH10 4JF
UK
Phone: +44 7970 574 061
will@whiterobot.co.uk
www.whiterobot.co.uk

Level 2, 46 Rother St
Stratford Upon Avon CV37 6LT
UK
Phone: +44 178 929 0333
film@bromc.co.uk
www.bromc.co.uk
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Live Action / Animation Hybrid
The original plan, believe it or not, had been to focus on montage
or collage as this year’s MIAF Technique Focus. Apart from a little internal
controversy about defining the difference between montage and collage,
we just didn’t really receive that many entries this year that made best
use of that technique. For reasons that have been lost in the sands of
time, focusing on films that combine live action with animation seemed
like an absolutely obvious next step and there were LOTS of great
entries that used the technique this year.
The only downside was that it could easily re-kindle one of the most
esoteric debates that bubbles away on the back-burner cauldrons of the
animation community about the lines that exist between animation and
special effects. One branch of this stoush fuels the arguments that swirl
around the use of ‘motion capture’ and whether it is animation at all.
Motion capture typically sees an actor dressed in a special suit covered
in sensors that transmit information precisely capturing the actors
motions in a computer which then uses that information along with
footage of the actor to ‘animate’ a totally different looking character.
So, some dude dressed up a bit like a bleached out Spiderman with a
thousand fairy lights stitched into his magic lycra leotard suddenly turns
up on the screen as a singing dancing bear. The ‘Mo-Cap’ debate is
about as much fun as you can have with your clothes on at a festival but,
sadly for those armed and ready to carry on that debate, that’s not really
what this program is looking to cover. Some other day perhaps (when
MIAF has a different director).
This program looks to showcase films that imaginatively interweave
real (live action) environments and/or characters with those that are
completely animated. Generally, by necessity, these types of films are
created in parts. The whole doesn’t come into being until all of those
parts are integrated and this poses a number of very real challenges
both technically and in the planning stages of the film. And yet, harnessed
well, this technique offers creative opportunities not necessarily available
to creators of purely animated films who might struggle to find budgets
and resources to create vast and complex environments or have humanlike figures perform realistic human-like tasks within their overall story.
The quick-fire assumption is that films using this technique will
necessarily be substantially computer-generated animation. The totality
of our modern mediascape has conditioned us to make this assumption,
mostly due to the sheer mass of live action / animation hybrid pieces we
see. It would be surprising if a single ad break on any TV channel
passed without an example appearing – they usually oscillate riotously
between technically stunning and just flat-out awful.
This avalanche of hybridised work has kicked sand in our eyes though.
Apart from igniting within our lower cortices a desire to tootle out and
buy something we don’t want, made by somebody who didn’t enjoy
making it, so that we can keep the landfill industry sector good and
busy, it also shades the very history of animation as a cinematic medium,
both in terms of it being an artform and as a more commercial form of
entertainment.

One of the great things about cinema is that we know its WHOLE
history. We are starting to run short of people who were there at its
beginnings but we are not yet six degrees removed from them. Printing
presses existed then to publicly record its history, schools existed to
study its making and appreciation and we have a fair amount of the
original cinematic material that was created. It’s anybody’s guess when
the first painting was made, or the first novel or poem was written and
we have no hope of really knowing what the first operas and classical
music pieces really sounded like. But cinema is different – it is humankind’s most recent artform and we have the full history of it within our
grasp. And the earliest films were, oddly enough, live action / animation
hybrids.
Winsor McCay is credited with creating one of the first ever animated
films. Gertie The Dinosaur (USA, 1914) animated a dinosaur performing
a number of tricks. It works OK as a stand-alone film but McCay
animated it so that it could be projected onto a screen during his stage
show in which he would appear to command the dinosaur to do tricks
and it interacted with him. The whole show culminated in Gertie
appearing to devour McCay.
An even better example is provided by Willis O’Brien (1886-1962)
whose career climaxed with the creation of King Kong in 1933 – as fine
an example of mixing live action and animation as you can get, and
without a computer in sight. As an aside, there is a definite plan to
co-curate a retrospective of O’Brien’s work for MIAF 2013 or 2014 –
you heard it here first.
Zoom forward a hundred years (with a pit stop to pay homage to Who
Framed Roger Rabbit) and the computer has come to dominate the
space, particularly in the short film realm. Genres covered are weighted
heavily with sci-fi, fantasy and horror titles. The integration is seamless.
The finished products are often stunning creations of worlds whose
physical familiarity we can readily imagine ourselves being a part of
but certain components within those worlds, alien to our everyday
consciousness, attack our sense of normalcy from within.
That is one of the most unique features of this form of animation and
was one of the key criteria in selecting the films that wound up in this
program. Live action / animation hybrid films of this type sit at an
interesting junction in the wider realm of general animation. The technique
is used on such a vastly wide public scale to sell us things that we
barely register we are seeing it. At the same time it forms the absolute
backbone of gaming culture, one of the most participated in activities
on the planet, and it is an engine for creating a form of purely auteur,
independent animation that both revels in and fights against some of
the most inaccurate stereotypes that animation as an artform has to
deal with. And to some extent, it has been that way since animation
came in to being.
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Pablo Munoz
Gomez: Q&A
The Future Memories, started as story to be told in a traditional way
with linear narrative involving more characters, more effects and even
dialog. When I started writing it, the idea evolved into a fictitious
documentary and I started to leave behind the idea of a fully animated
short and began to consider other techniques that lead me to think
about the film in a different way. After hours of research and
considering styles, I decided that it had to be a live-action animated
short film where I was going to be able to experiment with all the
things I wanted.
Running its wild course around recognisably Melbourne locations,
The Future Memories by Melbourne animator Pablo Munoz Gomez
seemed an obvious film to open our Technique Focus program with
and we asked Pablo a few questions about it.
Do you think of The Future Memories as an animated film
and do you think of yourself as an animator?
A while ago I was having a chat with one of my friends and the chat
became a discussion revolving around similar questions. His position
was that if you were to take the meaning of the word literally then
everything is animated. He said if you film a rock on the grass while
moving the camera and then do the same thing using 3D software
there is no difference. In the end we had to agree to disagree.
However, after finishing The Future Memories I would have thrown
a few more arguments into that discussion. I think of The Future
Memories as an animated film, not just because it incorporates CG
elements but because the film brings to life real elements that
otherwise would have been rocks on the grass.
There are lots of different views on the dividing line between
animation and special effects. It’s a murky area.
I consider animation as an artistic practice where the output is
always impregnated with the artist’s intention or motivation.
Obviously you can dissect this into various parts, especially when
you talk about 3D animation because you have to be a bit more
technical. In other words, there is for example, an artist in charge of
the character design, another artist that deals with translating the
concepts into a 3D puppet and of course the animator artist who
gives the puppet life and character. Whereas, with special effects,
the artist is relying on simulations and accurate values of physics but
with not so much control over the movement as an artistic decision.
All this is to say that animation requires the input of one or many
artists to cohesively design images in motion, which to me, signifies
the main difference between animation and special effects.
Did you use motion capture in your film?
No, I didn't use motion capture in my film but only because I didn't
have easy access to the appropriate equipment. If I had, I would
definitively have given it a try. It is amazing what you can do these
days with motion capture.
Every film starts off as nothing more than an idea and grows
and matures until the filmmaker is ready to commit to it.
Do you think your process of imagining your films is any
different with this technique than it would be for, say, a
puppet animator or a hand-drawn animator?
I think there isn't much difference between a traditional animator,
puppet animator or 3D animator in the conceptualisation stages of
a film. I would say that the difference is in the planning stage of preproduction once the idea is mature enough to be ‘boxed’ into a
particular style.

Your film is full of very different elements, some real, some
not. Does this throw up particularly tricky issues such as
scale, lighting and so on?
Absolutely, you have to plan the shots very carefully. I have at least
two hours of raw footage and scenes I had to leave out or that I
couldn't use because of those tricky issues. The good thing is that I was
able to fix almost everything in post-production and compositing. That
is where all the animation and live-action integration comes in to it.
The scene where the alien/creature is going up the escalator, for
instance, was a tricky one because I filmed it with a hand held
camera so I had to match the movement of the real camera with the
3D camera and position it with the same angle as the real one.
I also had to reconstruct the roof, floor and stairs of the station in
3D matching the real scenario so that the light and shadows on the
creature were similar to the real lighting. Then I rendered out various
image sequences for the animation with what is known in the 3D
world as ‘passes’. So, I have one sequence with only the shadows of
the scene, one sequence with the light information, one with the
color, one with the reflections on the ground, etc. All of these
‘passes’ gave me a lot of control when compositing the scene.
Melburnians will recognise Melbourne locations. What were
some of the issues you had in shooting in these locations?
Timing was everything. I needed to capture the crowd to create a
busy and congested environment so I had to wait for peak-hour to
do the shooting in Flinders St Station. Also, to film or take pictures
at some train stations like the ones I used, you need a special permit,
but it was not too hard to get and it allowed me do the shooting with
a small crew. For one of the initial shots of the film where I tried to
create some atmosphere to place the audience in this weird futuristic
place, I used Docklands and Southern Cross Station. I wanted a big
crowd again so I had to wait to do that scene when there was a big
footy match on at the stadium.
Where is this particular technique going?
It’s hard to make a prediction like that. Technology is changing and
evolving so rapidly that any forecast might sound ridiculous in a few
years’ time.
However, I think it is going to be part of every big movie that is
produced. I honestly haven't seen a movie recently that does not
have some sort of CG assistance, and it’s very understandable. It’s
much easier in terms of budget and co-ordination to blow up a car
in the middle of the city with animation and special effects than to
make the real explosion happen.
At the end of the day what really matters is the final output, so if it
works, the technique is just another medium to create a film.
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The Making Of The Future Memories.
Pablo Munoz Gomez takes us through the making of
his Live Action / Animation Hybrid film.

Working on the model

The room unassembled

The making of this film required a lot of planning and a lot of
research. Because it was my first time combining animation with
live action I had to learn various techniques like 3D tracking, 2D
tracking, rotoscoping, masking, etc, and while I was in the
process of learning them my ideas of what I could do with them
were constantly changing, opening new possibilities all the time.

So, I began with an idea that turned into a script, which I polished
every day until I was happy with it. Simultaneously, I made a mood
board and a colour key. These two documents helped me to keep a
sense of the mood and colours of the film at all times. I also made
concept art for some of the shots to get an idea of how any given
scene should look and that helped me to think about the composition
of the frame before I went to the locations to shoot it. Then, of
course, I had to make my storyboard. Since the idea of my film was
to leave behind all sense of narrative structure and experiment with
imagery, the storyboard was just a series of sketches that I put
together in the form of a comic.
There were major challenges for me such as compositing with green
screen, integrating CG elements into the live-action footage and
making visual effects outside of the safety of computer software.
I had to create models, set things on fire, melt stuff and play with
some simple chemical reactions.
I started to gather my team together – actors, equipment and, of
course, sound. In The Future Memories sound is one of the most
important aspects of the film. It is perhaps the element that dictates
the pace of it and drives the tension. I worked with Chiara Kikdrums
from the beginning to create this fantastic atmosphere. I also created
a production budget for cameras, lenses, materials, etc.
Once I was comfortable that I’d finished with the admin stuff, I started
with the fun part by creating the room model. Many people asked me
why I went to the trouble of creating a miniature room to put a real
actor in. Well, first of all I did it because I really wanted to! I love to
make things with my hands and sometimes it is a relief from spending
too much time on the computer. The second reason is that I wanted
to create a sense of discomfort and scale that might look real in the
film but was a little weird and somehow didn’t look proportional.
I played with ferro-fluid and non-newtonean liquid (which is the fancy
name for corn starch with water) to experiment with the different
states of one of the characters in the film: the Black Blob. All of this
was really fun. I had a great time making the props like the helmet
with the tubes, and the cocoons hanging from the ceiling. However,
I wasn't really sure how I was going to make all of those elements
integrate with the animation so I had to start shooting to collect
footage in order to run some tests.

The make-up session

The shooting went really smoothly. It took me only three days all up
to get all the shots with the actors. With that material all shot, I was
able to start playing with the compositing software and I was very
happy with what I was able to do with just a HD SDLR camera and
After Effects.
Compositing was a real treat. It is probably one of the things in
animation and CG that I enjoy the most. Compositing is basically
about taking all the bits and pieces from a scene, putting them
together, moving them around, grading them and so on until they
look part of the same shot. I spend at least one month doing this
because absolutely all of the shots needed to be somehow altered in
After Effects. There are a few shots that have layer upon layer of
effects and different planes such as the very last shot which is at
least 95 percent generated on the computer and the scene at the
station with the creature, which has a lot of corrections and things
added on top of the original footage.
One of my favorite scenes to shoot was the one featuring the tattoo.
We got this fantastic location that looked all very dodgy and sci-fi at
the same time. I ordered a tattoo gun and some of the equipment on
eBay and I got a piece of pork with skin at the market and that is the
close up that you see when the tattoo artist is drawing the eyes and
the mouth on the character.
I had a weekly meeting with Chiara, my sound designer, to talk about
the progress of the soundtrack and when it was ready I took it with
me and did the first editing of the film. Eight different edits were
necessary to finally find one that I was very happy with. The editing
process was very exiting too, because it’s like having the film almost
ready and being just a few steps from either screwing everything up
or total success. So, once you start to put the scenes together you
see for the first time one shot following another. It begins to feel like
it’s really a movie!
Finally, I gave a final edit to the sound designer and she did her
magic adding all these amazing sounds recorded in the studio just
for this particular project. In the mean time, I was working in the
‘marketing area’ designing the DVD jacket, the poster and printing
the DVD covers. When I got the final sound mix back I put it with the
HD film. It was a great sensation – I was totally blown away by how
much the sound and music enhanced those images that I had put so
much effort into creating.
I did this film with a budget of $1,000, the SDLR HD camera and
two computers, so it is not such a big production. One of the things
I learned with this project is that if you really want to do a film or be a
director or animator, or whatever your passion is, you just need to go
out there and do it. With all the tools and technology we have at
hand, there is no excuse.
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The Future Memories

Noise

(In)

AUSTRALIA, 10’50, 2011
DIRECTOR: Pablo Munoz Gomez
PRODUCERS: Veeran Naran, Pablo
Munoz Gomez
A stark and confronting patchwork nightmare plays out in a space somewhere
between a strained imagination and a
crowded railway station.

POLAND, 6’40, 2011
DIRECTOR: Przemyslaw Adamski
PRODUCER: Studio Munka
As the noise levels rise so too does the
visual detritus that the noise generates and
pushes into the physical realm.

FINLAND, 6’56, 2011
DIRECTOR/PRODUCER: Mikko Kallinen
A dancer in an (IN) virtual universe weaves
between the alien architecture and the
artificial organic constructs of a heavily
distorted, extreme-speed world.

Studio Munka
7 Krakowskie Przedmieście
Warsaw 00-068 POLAND
Phone: +48 22 556 5470
l.madzik@sfp.org.pl
www.studiomunka.pl

AV-arkki
Tallberginkatu 1 C 76
Helsinki 00180 FINLAND
Phone: +358 50 435 6092
submissions@av-arkki.fi
www.av-arkki.fi

DEMAG: Desire Is Magnetism

Metachaos

In Dreams

SOUTH KOREA, 8’43, 2010
DIRECTORS/PRODUCERS: Sung-Hyun
Joo, Yong-Jin Kwon, Hee-Seung Song
Magnetism is the science of attraction, but
entrapment, death and vengeance often
wait in hiding at the end of that path.

ITALY, 8’27, 2010
DIRECTOR/PRODUCER: Alessandro
Bavari
A hyper-speed recreation of amoebic chaos
fuelled by inspiration drawn from the sickly
madness and pain of Bosch and Bruegel.

UK, 3'57, 2011
DIRECTOR/PRODUCER: Samuel Blain
A group of people swap their heads to help
illustrate their most recurrent or memorable
dreams.

Korean Independent Animation Filmmakers
Association (KIAFA) AniSEED
2F, 282-6 Ahyeon-Dong
Mapo-gu, Seoul 121-859 SOUTH KOREA
Phone: +82 2 313 1030
kiafanews@naver.com
www.kiafa.org

Via Carducci 7
Latina 04100
ITALY
Phone: +39 328 321 6288
info@alessandrobavari.com
www.alessandrobavari.com

Cut /// Fixe

Babel

FRANCE, 6'56, 2011
DIRECTOR: Audrey Coianiz
PRODUCER: L'arteppes Espace D'art
Contemporain
Brutal or beautiful? A local neighbourhood
(in Annecy of all places) is deconstructed,
cut, fixed and redrawn.

FRANCE, 15'00, 2010
DIRECTOR/PRODUCER: Henrick Dusollier
A reality-questioning tour through the
bricks-and-mortar destruction of a China no
longer wanted and the ultimate shiny new
version that takes root and grows upwards
– no matter the cost.

Andrea Martignoni
Sassopasso Agenzia
via Rialto 20, Bologna 40124 ITALY
Phone: +39 515 875 504
martignoni61@gmail.com
www.basmati.it

Studio HDK Productions
10 rue Biscornet, Paris 75012
FRANCE
Phone: +33 1447 51051
contact@studiohdk.com
www.studiohdk.com

Phone: +61 416 279 767
info@pablander.com
www.pablander.com

Phone: +44 7512 015 018
mail@samuelblain.com
www.samuelblain.com
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LATE NIGHT BIZARRE!

LATENIGHT
BIZARRE!
A multitude of penis contortions. A bad-ass, needlessly violent half-bear, half-horse
superhero galloping down a path of his own on a mindless quest for … something! Mis-sized
boxing, conjoined twins on a search for glory and women. Like nobody has ever thought of
doing THAT with a vacuum cleaner before. The ultimate spray-on solution for all of your goat
problems. Dead crow, curious cat, dead cat, next dead crow. A colourful musical ballet about
swapping moles. Would you really share your burdens and inner-most desires with this father?
Mulvar cry precious fuel from eyes! Suck it up, spit out, split in half, fly away. A giant, viscous
baby. The good doctor runs amok down at the farmyard. Go number two’s until you ‘skeletise’.
Tie-gobbling for beginners. You’ll never look at a drill the same way again. Peel back that knitted
outer skin, you’re on the other side now, son. It’s Late Night Bizarre folks, you know you want it!

Squash And Stretch
AUSTRALIA, 1'25, 2010
DIRECTOR/PRODUCER: Frank Armiento
There ain’t a guy in the room who hasn’t
lived this moment at some point in his life.
28 Massey St
Box Hill South, Victoria 3128
AUSTRALIA
Phone: +61 425 883 688
frank.armiento@gmail.com
www.frankshowreel.blogspot.com

Bear-Horse!

tWINs / Dvojicky

Vacuum Attraction

CANADA, 3’46, 2009
DIRECTOR/PRODUCER: Steve Stark
Bear-Horse is bad-ass. He solves problems
his way. He's Bear-Horse. That's right!

SLOVAKIA, 5’26, 2011
DIRECTOR: Peter Budinsky
PRODUCER: Andrea Biskupicova
Siamese twins fight it out in the boxing ring
but the competition really heats up when
it’s time for bed.

USA, 4’00, 2010
DIRECTOR: Morgan Miller
PRODUCERS: Ruby Schneider, Morgan
Miller
Home alone, kickin’ back in his underwear
in front of bad TV – the vacuum cleaner
probably looked like a pretty good idea at
the time.

18 Skipton Crt, Apt. 201
Toronto, Ontario M3M 2S8
CANADA
Phone: +1 647 458 7599
steve@starktoons.com
www.starktoons.com

Ph: +421 908 754 082
info@peterbudinsky.com
www.peterbudinsky.com

64 West Clarkstown Road
New City, New York 10956 USA
Phone: +1 845 893 8651
filmmiller@aol.com
www.slushingbrooks.com

Goat Away

There’s a Dead Crow Outside

SPONCHOI Pispochoi

CANADA, 1'13, 2009
DIRECTOR/PRODUCER: Steve Stark
Problems with goats? You need …

USA, 1'00, 2011
DIRECTOR/PRODUCER: Morgan Miller
Sometimes the film title is all you really
need – especially if you’re a raccoon.

JAPAN, 6’07, 2010
DIRECTORS/PRODCUERS: Pecoraped
(Ikue Sugidono, Miyako Nishio)
Warts! Moles. Oh, let’s start exchanging.

64 West Clarkstown Road
New City, New York 10956
USA
Phone: +1 845 893 8651
filmmiller@aol.com
www.slushingbrooks.com

3-23-38-903 Midorii
Asaminami-ku, Hiroshima 731-0103
JAPAN
Phone: +81 80 1913 2083
pecoraped@yahoo.co.jp
http://pecoraped.com/

18 Skipton Crt, Apt. 201
Toronto, Ontario M3M 2S8
CANADA
Phone: +1 647 458 7599
steve@starktoons.com
www.starktoons.com
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The Confession Of Father
John Thomas

Frosted Chocolate Mouse /
Topo Glassato Al Chocolato

AUSTRALIA, 5'00, 2011
DIRECTOR: Elka Kerkhofs
PRODUCERS: Leigh Ryan, Elka Kerkhofs
A father with a load on his mind.

ITALY, 2'43, 2011
DIRECTOR/PRODUCER: Donato
‘Milkyeyes’ Sansone
Conjoined twins, a flock of birds, a flotilla
of fish and a spooky rabbit.

47 New City Rd
Mullumbimby, New South Wales 2482
AUSTRALIA
Phone: +61 406 769 338
kelka@iinet.net.au
www.fatherjohnthomas.com.au

Dukes Of Bröxstônia – Planet
Of Babies
AUSTRALIA, 3'00, 2011
DIRECTOR: Suren Perera
PRODUCER: Stu Connolly, Jane Schneider
Yep, The Dukes is back. And they’re on the
wrong planet.

Andrea Martignoni
Sassopasso Agenzia
via Rialto 20. Bologna 40124 ITALY
Phone: +39 515 875 504
martignoni61@gmail.com
www.basmati.it

Dr Breakfast
USA, 7’11, 2011
DIRECTOR/PRODUCER: Stephen Neary
An eye-popping, pseudo Weekend At
Bernie’s-style romp featuring a couple of
wise deer, a special doctor and a dude that
needs a lot of help.

Sticky Pictures
Suite 203, 166 Glebe Point Rd
Glebe, New South Wales 2037
AUSTRALIA
Phone: +61 2 9692 8732
info@stickypictures.tv
www.stickypictures.tv

298 Nassau Ave Apt. 1R
Brooklyn, New York 11222
USA
Phone: +1 317 748 7665
spneary@gmail.com
www.stephenneary.blogspot.com

Phobias Of Guard Rail / Le
Fobie Del Guard Rail

Septimana

ITALY, 5'00, 2012
DIRECTOR/PRODUCER: Marco CapellaccI
Taking tie sucking and Mini-Me eye-pouring
to a strange new level.
Andrea Martignoni
Sassopasso Agenzia
via Rialto 20, Bologna 40124
ITALY
Phone: +39 515 875 504
martignoni61@gmail.com
www.basmati.it

FRANCE, 4’10, 2010
DIRECTOR/PRODUCER:
Sylvain Cappelletto
WARNING: GRAPHIC SEXUAL
CONTENT MAY OFFEND.
An encyclopedic, scabrous collection of
bizarre, confounding sexual practices.
81 rue du Faubourg
Saint Antoine, Paris 75011
FRANCE
Phone: +33 6 2504 3322
choukimaillot@gmail.com

Mulvar Is Correct Candidate
CANADA, 1'08, 2011
DIRECTOR: Patrick Desilets
PRODUCER: Andrew Przybytkowski
Mulvar make precious fuel come from eyes!
Vote Mulvar.
257 Villeneuve Ouest Apt. 12
Montreal, Quebec H2V 2R2
CANADA
Phone: +1 514 271 5650
patdesilets@gmail.com
www.patrickdesilets.com

Compartments Or “I Am Not
A Monster”
BELGIUM, 3'40, 2011
DIRECTOR: Hannah Letaif
PRODUCER: ENSAV, La Cambre
Every apartment block has lots of rooms;
every room has a person or two; and every
person has a lot of orifices and appendages.
Ecole Nationale Superiure des Arts Visuels
La Cambre
27 Avenue Fr Roosevelt, Brussels 1050
BELGIUM
Phone: +32 471 543 095
info@adifac.be
www.lacambre.be

Oracle Is Born ...? / Prohveti
Sund ...? ESTONIA, 13’00, 2011
DIRECTOR: Rao Heidmets
PRODUCER: Arvo Nuut
The unadulterated, euphoric, go-crazy,
rock-my-world, pure hedonistic joy of having
your outer skin ripped off so you can go
hog-wild in a way that the ancient Romans
would have loved.
Nukufilm
Niine 11, Tallinn 10414 ESTONIA
Phone: +372 6414 307
nukufilm@nukufilm.ee
www.nukufilm.ee
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Orange O Despair / Orange O
Desespoir

Alimation

Grand Prix

FRANCE, 3’35, 2011
DIRECTOR: John Banana
PRODUCER: Digital Banana Studios
The dancing-est little orange in the shop.

FRANCE, 2'48, 2011
DIRECTOR/PRODUCER: Alexandre
Dubosc
A cool, cute little animated film made out of
smarties, chocolates and yummy cake.

13 passage Saint-sebastien
Paris 75011
FRANCE
Phone: +33 9 5451 1696
festival@digitalbananastudio.com
www.digitalbananastudio.com

9 rue Carnot
Montreuil 93100
FRANCE
Phone: +33 952 541 566
courrier@alexandre-dubosc.com
www.alexandre-dubosc.com

SPAIN, 8'00, 2011
DIRECTORS /PRODUCERS: Anna
Solanas, Marc Riba
Every good trike race is started by a band of
penguins. And who said girls couldn’t join
in – that’s not fair!!

Fluffy McCloud

Fat

Acorn Boy / Ziluks

IRELAND, 3’00, 2010
DIRECTOR/PRODUCER: Conor Finnegan
An independent little cloud finally finds a
use for all the rain he’s been carrying
around.

FRANCE, 5'54, 2011
DIRECTORS: Yohann Auroux Bernard,
Sebastien de Oliveira Bispo, Gary Fouchy
PRODUCER: Supinfocom
Something pretty weird is happening down
on the farm. Cows aren’t meant to fly!!

LATVIA, 9'54, 2010
DIRECTOR: Dace Riduze
PRODUCER: Maris Putninsh
Acorn Boy needs a bit of patching up so he
can join his friends in the miniature village.

Furzend, Thormanby Rd
Howth, Co Dublin
IRELAND
funnegan@gmail.com
www.conorfinnegan.com

Premium Films
130 rue de Turenne
Paris 75003 FRANCE
Phone: +33 142 770 631
animation@premium-films.com
www.premium-films.com

I + G Stop Motion
C/- Sant Cristofol, 13 baixos
Barcelona 08012
SPAIN
Phone: +34 932 389 234
info@stopmotion.cat
www.stopmotion.cat

Smerla Iela 3
Riga LV-1006
LATVIA
Phone: +371 6752 0770
ab.studija@apollo.lv
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Love Earth

Many Go Round

Nice ‘N’ Nasty Neighbours

TAIWAN, 2'40, 2012
DIRECTORS: Yu-Hsuan Tseng,
Chien-Chun Tseng
PRODUCER: Hui-Ching Tseng
Any kids can animate and they can use stuff
they find laying around. Too easy – sort of!

JAPAN, 6'00, 2011
DIRECTOR/PRODUCER: Yoshihisa
Nakanishi
Some amazing magic made out of just lots
and lots and lots and lots of paper cut-outs.

SWITZERLAND, 4'34, 2011
DIRECTOR/PRODUCER: Titus Fehr
What do you think would happen if a lizard
wound up popping out of its egg at the
same time as a couple of chicks?

371 Jain-ping 11st St
An-ping District
Tainan 70847
TAIWAN
Phone: +886 931 901 257
huiching0903@gmail.com

205 Kuree-tokumaru 1-48-11
Tokumaru, Itabashi-ku, Tokyo
JAPAN
Phone: +81 3 6780 4986
oneminute@jcom.home.ne.jp
http://members3.jcom.home.ne.jp/oneminute/index.html

Binderstr 50
Zollikon CH-8702
SWITZERLAND
Phone: +41 79 510 2826
titus.fehr@momotion.ch
www.momotion.ch

Premiere / Premiera

Paper Touch

Rumours / Rumeurs

RUSSIA, 5’36, 2010
DIRECTOR: Stepan Birukov
PRODUCER: Vladimir Gassiev
A very special little circus with some very
special little stars.

TAIWAN, 4’15, 2011
DIRECTOR: Hui-Ching Tseng
PRODUCER: Szuhsin Lee
Hey – 1001 ideas for what to do with
coloured paper.

Studio Pchela
dima@geller.ru

371 Jain-ping 11st St
An-ping District
Tainan 70847
TAIWAN
Phone: +886 931 901 257
huiching0903@gmail.com

BELGIUM/FRANCE, 7'30, 2011
DIRECTOR: Frits Standaert
PRODUCER: Frits GVC, La Boite ...
Productions, Les Films du Nord
Sounds like something pretty darn big is
coming through the jungle and heading
right this way.

Bramula

Szofita Land

CANADA, 3’07, 2011
DIRECTOR/PRODUCER: Sarah Rotella
This scaredy cat thinks it might be a
vampire.

HUNGARY, 5’46, 2011
DIRECTOR: Sophie Tari
PRODUCER: József Fülöp, MOME
A wonderfully crazy, wickedly special land
to escape to.

219 – 140 Simcoe St
Toronto, Ontario M5H 3G4
CANADA
Phone: +1 647 342 4913
sarah@sarahrotella.com
www.sarahrotella.com

Phone: +44 7999 02 9849
szofita@gmail.com
www.szofitaland.com

Les Films du Nord
27 Avenue Jean Lebas
Roubaix 59100 FRANCE
Phone: +33 320 111 130
smr@euroanima.net
www.lesfilmsdunord.com
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Animating in Australia is a kind of fragile miracle it seems to me. In many instances,
I don’t really know how a lot of these films wind up getting made.
It’s easy to make the case for ‘more funding’. In fact, it is so easy that every school, hospital and
employment program is making it. The point being, that there is X amount of money and there
are no shortage of demands for that precious resource. A pattern seems to have emerged in the
federal funding environment with Screen Australia funding two short animated films per year.
That doesn’t sound like many short animated films (and, hey, it’s not) BUT it’s two more than
would otherwise get that sort of assistance if Screen Australia wasn’t stepping up to the plate.
And at the risk of bringing abstract bolts of lightning down upon my head, the funding these
films get tends to allow for decent production values and at least award wages for most who
work on them. And beyond the production of animated films, Screen Australia supports animation
in other ways … MIAF for example just simply would not happen without their support. And a
handful of animators receive support to represent their films when they are screened at key
international festivals around the world.
We received 162 Australian entries this year; a record. And it is hard to tell how so many of
them found the resources to reach completion but the fact they did says a lot about the DIY
nature of Australians in general.
When overseas I get asked pretty much constantly to explain what makes an Australian film.
It’s an obvious question without an especially obvious answer. I am more or less permanently
surprised that so many Australian animated films don’t portray our dramatic and instantly
recognisable natural environments, or the wealth of inspiration that comes from the indigenous
artists who beat the vast majority of us here by millennia, or even identifiably Australian stories.
In lieu of any of these sorts of obvious touchstones, I tend to fall back on the DIY thing. It’s not
as glamorous a response as many of the interrogators were expecting but it has more than a ring
of truth to it in many circumstances. The credits are not especially long on most Australian films.
It is hard to know whether it is because of or despite this lack of obvious Aussie-ness in the look
and narrative of so many local films that Australian short animated films continue to be one of
our more enduring and successful screen culture exports. And it’s during my travels on the
international festival circuit that I have the pleasure of seeing alot of them. I first saw The Last
Photo (Lissa Pascale and Jason Glenfield) at Fantoche in Switzerland; Nullarbor (Alister Lockhart
and Patrick Sarell), a film about as Australian as it is possible to be, has taken the international
festival circuit by storm; Darcy Prendergast (maker of Rippled) regularly has a film screening at
one festival or another; and the first copy of Jamie Clennett’s Gristle that I ever saw was
pressed into my hand at a cinema bar during a festival in London.
MIAF does its little bit to try and spread the word on Australian animation. This entire program
will be screened as a guest program three weeks after MIAF at the Seoul International Cartoon
and Animation Festival in South Korea. At the time of writing, agreement has nearly been reached
for similar screenings in Poland, San Diego and Portland in Oregon; this latter screening will
also be reciprocated with a screening of films by iconic Portland animators, which should provide
the basis for a specific focus program in MIAF 2013. A form of animated diplomacy perhaps.
We do our best to tour the program around Australia as well, with one screening in Wagga
Wagga already under our belts. Aussie Animation – coming to a town near you!
Outside of festivals like MIAF, there are fairly limited opportunities for these films to reach
audiences other than via the internet. The good news is that there has been something of a
proliferation of festivals that show these films. That said, it is also worth pointing out that much
of the extra opportunity offered to both the filmmakers and audiences by this proliferation is
hampered by the festivals that restrict and reduce screening opportunities by insisting on
premiering rights. MIAF doesn’t have that rule (we are not interested in treating filmmakers that
way) but if a filmmaker chooses or is forced to hold their film back from a festival like MIAF to
assuage the demands of the premiering rules of another festival, many of the opportunities they
could have gained from screening in MIAF will be lost because they will be coming to the end
of their festival cycle (generally thought to be about 18-24 months) by the time they do screen.
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It’s actually depressingly common for pretty good films to achieve almost no screenings at all
because they held back waiting for an invitation that was never forthcoming only to find that the
following year they end up being edged out of their next choice of festival by newer films.
There are three different parties involved in this little carnival that we call screen culture events:
the filmmakers, the audience and the events. The premiering rules benefit only the event. They
hurt the filmmaker by reducing their chances of being screened and reaching a more diverse
audience. And they deprive the audience who, generally, aren’t aware of what they have been
kept from seeing.
And so the fragile miracle becomes just that little bit more brittle. Break it down to a simple
numbers game. Every festival wants to screen to a full cinema. With very few exceptions that
means that with any given screening, even one chocka-block, it is going to hit maybe 400 sets
of expectant, inquisitive eyeballs. Wave a magic wand and remove all the false barriers and any
given film might make it into three or four festivals, a half dozen even. That best case scenario,
thrilling as it is to all involved, puts our intrepid film in front of, maybe, a couple of single peak-hour
train loads of people. The 8:20 Frankston and the 8:21 Epping just rolled out carrying the entire
audience that film could hope to achieve. There’d be more people contemplating the awe-inspiring
features of the new Turbo Dust-Sucker 6000 as seen on TV at 3am.
The point is, the fact is … it just ain’t possible to overexpose an indie short animated film, although
if you’re selfish enough and are in the mood to throw some weight around, you can restrict its
meagre chances of getting to the people in the second carriage of the first train before the film
runs out of momentum on the festival circuit.
Such is life.

46

AUSTRALIAN SHOWCASE

Jane SHADBOLT

The Cartographer
AUSTRALIA, 11’30, 2011
DIRECTOR: Jane Shadbolt
PRODUCER: Karinn Cheung
The stranger has but one humble little
municipality left to chart before he can go
home. There must be a reason this lost city
has never been mapped before.

Jane SHADBOLT is a filmmaker, designer and
animator. She is currently lecturing in Visual
Communications at the University of
Newcastle, Australia. The Cartographer is
her first animated film and the longest 12
minutes of her life.

56 Bishopsgate St
Wickham, New South Wales 2293
AUSTRALIA
Phone: +61 416 041 133
jane.shadbolt@newcastle.edu.au

Darcy PRENDERGAST

Rippled
AUSTRALIA, 3’57, 2011
DIRECTOR/PRODUCER: Darcy Prendergast
An exciting, utterly absorbing ballet of light
and movement emerging from the swamp,
running a hundred late-night, back-alley
gauntlets and then back to the swamp again.
Oh Yeah Wow
342A Albert St, Brunswick, Victoria 3056
AUSTRALIA
Phone: +61 401 732 945
darcy@ohyeahwow.com
www.ohyeahwow.com

Darcy Prenergast (b. circa 1985) has always
had imagination. At the age of four he wanted
to be a zookeeper and play with tigers like his
dad. At age five he wanted to be Indiana Jones,
who was a cooler version of his dad. At six he
wanted to be a paleontologist like Sam Neil
in Jurassic Park – who was cooler than Indy
because he outsmarted a T-Rex with a flare.
With a keen sense for the absurd and a taste
for the tactile, he moved into the alluring
world of film-making at age 17, where he still
lives to this day … Darcy would still like to
outsmart a T-rex with a flare.

Jilli ROSE

Predator!!!
AUSTRALIA, 8’50, 2012
DIRECTOR/PRODUCER: Jilli Rose
A graceful and uber-colourful swim amongst
the creatures of a deep-blue netherworld.
37 Urquhart St
Castlemaine, Victoria 3450
AUSTRALIA
Phone: +61 3 5472 1216
jilli.rose@zoho.com

After brief careers as a croupier, archaeologist
and printing press assistant, Jilli taught herself
to animate and has been gleefully making
things move ever since. You can find her work
gleaming brightly in many of the world's major
natural history museums and tucked into the
corners of broadcast television. Known for
her lively and engaging multi-screen museum
displays of ancient creatures and environments,
Jilli has also created award-winning graphics
for documentary features and television series
including the much-loved title sequence for
the Discovery Channel series Mythbusters.

What made you make the film?
The Cartographer started out as a student project that
almost immediately careered out of control! I really wanted
to make a short animated film with a complex narrative and
see how stop-motion animation and digital worlds could
work together.
Primarily it’s a puppet film but there are a number of
other techniques employed. Why did you go down
this path?
I was very excited about using digital backgrounds with
stop-motion animation. It seemed to open up all sorts of
possibilities in terms of sets and stories and animated
worlds. Of course I then blithely wrote a story containing
only the most difficult things to animate and integrate with
puppets. Oceans, storms, flying letters!
Animators’ relationships with their puppet stars can
be interesting. How did you ‘get on’ with your lead
characters during production?
We had our moments. I felt a great deal of puppet resentment from Polly when I broke her neck by about Week 2 of
the shoot. I cannibalised her ankle joint to keep her head
attached and I'm not sure she ever really got over it. The
Scissorman was a bit more forgiving and would sometimes
add little flourishes to the performance all by himself. The
Envoy was my favourite as his character could sustain wildly
unmotivated arm-waving and never needed lip-synch.
Should we accept the story at face value or are there
more philosophical messages buried in it?
I try not to bury anything, especially philosophy! I hope it's
a journey into a mysterious world that almost but, not quite,
makes sense. I liked the idea that the act of mapping a
world can destroy it.
What made you make the film?
A burning need to constantly create. A desire to push the
technique further into the unknown. A secret urge to make a
piece of abstract beauty.
Your films just seem to be going from strength to
strength in terms of production values and, especially,
the scale of each production. Is that how you see it?
I’m quietly glad the outside world is noticing that! It’s about
raising the bar and making content that resonates or
impresses. I go all in on productions – I think it’s a waste of
life and time to only do something for the dime. We Oh Yeah
Wow'ers want to be producing pieces we're proud of. I think
that philosophy is paying off too. It’s been several years in
the making but our portfolio of work is growing, as is our
international network.
One of the stand-out features of Rippled is the way
the physical environment drives the rhythm and the
pathway of the film. Do you get to study that physical
environment and plan the film or is it much more
organic than that?
Location scouting was a huge part of pre-production. We
shot entirely in abandoned or fenced-off factories and
warehouses. We had a loose narrative framework, but the
compositions were all somewhat spontaneous. If we found
a nice framing, we'd make a shot fit. It’s a more regimented
narrative than Lucky (our previous glow animation piece)
but it still retains that playful, experimental edge.

What made you make the film?
I was writing a funding application to make my first film
when I noticed that a condition for the grant was that I had
already directed a film. So I quickly made this one. The film
was also sort of an exorcism of a ghastly year.
It’s an incredibly textural film – to the extent that the
textural experience is virtually a character of sorts in
its own right. What made you want to incorporate so
much of this into your film?
I wanted to make anxiety really present, palpable. I experimented
with lots of overlays in After Effects and ended up with these
ones which madly dialled up the colour and drenched the
render. I liked how they altered the frames so much. I felt it
helped to show that anxiety skews perception and interferes
with judgement, but can also heighten experience.
It could be argued the film has a 3 act structure.
Could you talk about the 3 different parts and how
they progress the film?
I was mucking around with ideas about how we read situations
based on what’s happening for us as individuals and about
identity – who is the predator? Is there only one? Who is
hunting who? The first part presents a straightforward
answer, the second part muddies the water a little, and the
third part says wait, you might have gotten the whole thing
backwards, watch it again!
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What made you make the film?
The script made me want to make the film. It’s written by
the producer of Gristle, Jonathan auf der Heide, and it’s
almost a verbatim record of a conversation he overheard on
a Melbourne tram. I used to work as a carer for the elderly and
I always liked the way older people conversed. The long years
seem to have sponsored an honesty and lack of pretension.
What’s the trick to making a film about old guys
hanging from meat hooks funny?
I think the trick to the film is that they don't notice their fatal
predicament. I'm tickled by the fact that their hanging on
meat hooks is completely lost on them. Could it be that their
senility makes them unable to notice their situation? Or is it
that ignorance is bliss?

Gristle
AUSTRALIA, 3’30, 2011
DIRECTOR: Jamie Clennett
PRODUCER: Jonathon auf der Heide
Life hanging on a hook is as much about
perspective as fate – not that fate pays any
attention.
11 Wintersun Rd
Berwick, Victoria 3806
AUSTRALIA
Phone: +61 405 351 316
jclennett@abitofargybargy.com
www.abitofargybargy.com

Golden Hour
AUSTRALIA, 2’49, 2011
DIRECTOR/PRODUCER: Lucy Fahey
A beautifully simple film – ‘moving-life’ fruit,
a sailing ship and a Hills Hoist
79 Albert St
East Brunswick, Victoria 3057
AUSTRALIA
Phone: +61 410 931 674
lucycmfahey@gmail.com
www.lucyfahey.com

Tasmania born designer and animator Jamie
Clennett graduated from National Institute of
Dramatic Arts (NIDA) in 2002 and the AIM
course at RMIT in 2004, where he animated a
short film entitled The Fabulous Adventure Of
Mr. Money: The Diary Of An Entrepreneur that
premiered at MIFF in August 2005. Since
graduating, Jamie has worked in Australia and
the UK for a diverse range of clients such as
Terrapin Puppet Theatre, Pirate Productions,
Passion Pictures, The BBC, Tokyo Plastic,
Picasso Pictures, and Priscilla Queen of the
Desert: The Musical for London's West End
and New York's Broadway.

Is this just a funny film or is there some sort of
social commentary woven into the script?
Indeed, the main theme of the film regards the perceived
obsolescence of the elderly by society. It’s a deep shame
that the wisdom and experience of the elderly is commonly
overlooked by the contemporary community.

Lucy FAHEY

What made you make the film?
I wanted to think about character and portraiture but place
it within a context. I also wanted to create something with
more of a narrative structure. My friend Nick Huggins whose
music it was made for was working on a new album. With a
huge amount of faith he basically relinquished all control
over the project, leaving me to my own devices.

Training at RMIT University Lucy completed
a Bachelor of Fine Arts in Drawing, and an
honours in Media Arts. In 2010, Lucy was a
recipient of an Australia Council Artstart grant,
travelling to New York and London working as
an animator. In 2011, she won a State Library
of Victoria Creative Fellowship. Her drawing
works have been acquired to collections in
Australia and published in International art
and design press. Currently based in Melbourne
she freelances in illustration and animation.

Anna SPENCER

Barn Owl
AUSTRALIA, 4'30, 2011
DIRECTOR/PRODUCER: Anna Spencer
Master of life and death. A mistake made in
the flush of naïve youth. A gun pointlessly
aimed at a noble creature of the night.
108 Australia St
Camperdown, New South Wales 2050
AUSTRALIA
Phone: +61 466 814 686
recneps02@yahoo.com

After completing a bachelor degree in
architecture, Anna visited Studio Ghibli in
Japan where she decided to fulfill her
childhood dream of becoming an animator.
She has recently completed her Masters in
Animation at the University of Technology,
Sydney. Barn Owl is Anna's first film, which
has screened at Anifest in Prague, WOW film
festival, Sydney International Animation
Festival and has been selected for Annecy
International Animation Festival in June this
year. Anna is passionate about telling stories
through experimentaland traditional animation
and also enjoys storyboarding and concept art.

Really impressed with the voice work (often an
Achilles' heel). Can you talk about getting the
results you were after?
The voice-actors were cast by Mr. auf der Heide, who's
extremely knowledgeable and is often asked by other directors
to help cast various productions. Getting the right performance I think hinges on good casting. After that I believe in
allowing the actors the freedom to express the characters
based on their interpretation.

The little model sailing ship is the focus of the film
and the only item that doesn’t ‘fit’ naturally into any
given scene. Can you talk a little bit about the idea?
The ship in this film is a kind of companion and an impetus
for the character’s journey. The film is loosely looking at
ideas of place and connection. The character’s desire to
place the object in its rightful context is the action that
removes her from her own malaise. There’s a parallel in my
own practice, where an object or an idea becomes a kind of
fixation, one that can take you out of a phase of inaction.
The sketch-drawn style is gorgeous. So many films
start like this and then are ‘developed’ into slicker CG
or flash-style films. Why did you stay with this style?
I came to animation from a traditional drawing practice.
The process I use is pretty painstaking, literally hand drawing
every frame that becomes a moving sequence. What others
might find tedious I actually get a huge amount of satisfaction
from. Really slick 3D animation has never really appealed to
me. I think it can be really banal. I think you can achieve a
kind of character with hand-drawn animation that is lost with
entirely digital processes.

What made you make the film? What attracted you
to this particular poem?
I studied Gwen Harwood’s poetry in high school ten years
ago and Barn Owl remained vivid in my memory as it is a
powerful story with incredibly rich imagery. I wanted to
re-tell the story as a moving painting. My animation is a
tribute to a wonderful Australian poet.
Was trying to work out the amount of graphic detail
the film would depict an issue in planning the film?
Barn Owl was my graduation film so I had about six months
to make it. Unfortunately, there was not much time for
experimentation and pre-production so alot of the film was
made on the go, based on rough storyboarding. This is not
my ideal working method but it did, by necessity, lead to
the use of different techniques that helped define each
scene. For instance, the paint-on-cell technique gave the
opening a more refined and calm feel as opposed to the
rougher and abstract ‘dying owl’ scene created by paint-onglass.
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Alyssa ROTHWELL

What made you make the film?
I made Joyride for the pleasure of making my own animation.
I had the desire to work in a very pure way, exploring
movement, line and sound relationships, free from technical
trends or commercial constraints.
This film was nearly put into our Abstract Showcase.
Do you think of it as abstract?
I think it uses abstract elements, but I had a specific
narrative in mind. The work began with the sound. The
music seemed to create a wonderful space through which
the imagination could travel.

Joyride
AUSTRALIA, 2’27, 2012
DIRECTOR/PRODUCER:
Alyssa Rothwell
An intricately synchronised, exquisitely
elegant chorus of lines – the purest form of
animation perfectly performed.
11/9-15 Foss St
Glebe, New South Wales 2037
AUSTRALIA
Phone: +61 450 925 505
a.rothwell@unsw.edu.au
www.sparrowsfeet.tumblr.com/

Alyssa is an artist based in Sydney, who works
with a range of digital and traditional fine art
media to create animated artworks. Her work
has appeared in many exhibitions and prizes.
Her film Three Mile Creek represented the
Australia-Pacific Region at the New Talent
Pavilion, MILIA ’98 (France) and the AFCfunded Pretty Aprons was presented at the
Pompidou Centre, Paris, 2000. She has since
created animation for the Theatre of Image
productions Go Pinocchio! (Seymour Centre,
2005), Lulie the Iceberg (Sydney Theatre,
2007) and Pixel & Friends: The Colour Show
(Power House Museum Sydney, 2008). Alyssa
is an Animation Lecturer at UNSW, Sydney.

Robert STEPHENSON

The film is wonderfully synchronised to the soundtrack.
Is that as difficult to do as it looks and how do you
decide which element (or elements) of the picture
will be the item/s that synchronise to the soundtrack?
The music really just tells me what to accentuate through
visual synchronisation. The animation process requires lots
of trial and error, seeing what works and feels right. Some
synchronisation is intentional – other times there is a lucky
marrying of line and sound.
Why black and white?
Black and white gave more space for the audiences’
imaginings and greater flexibility for a spontaneous animation
process. Doing more with less is something I like to explore
through animation.

What made you make the film?
I found myself critical of the catastrophic hunger of the
urban sprawl, then found myself being part of it and
contributing to it. This is my response.
What provoked this piece of satire?
It is interesting, sad and funny how real estate developers,
whether they be spruiking about their projects in the outer
suburbs or a tower in the CBD concoct a lifestyle fantasy to
hook their prey. It seems like they go to great lengths to
disguise what they are really creating.

Paris Lakes
AUSTRALIA, 5’00, 2011
DIRECTOR/PRODUCER:
Robert Stephenson
Paris Lakes – the latest suburb with all the
conveniences for modern living. An oasis in
the endless sprawl. Put your roots down,
stay forever.
6 Sunhill Crt
St Kilda East, Victoria 3183 AUSTRALIA
Phone: +61 412 445 204
robert@cartoonrob.com
www.cartoonrob.com

Robert currently teaches animation at VCA
School of Film and Television and has taken a
wonky road from making Super-8 animation
at high school, to working as a cook and a
geography teacher before realigning with
animation at Swinburne School of Film and
Television in 1988. He hit a steep learning
curve collaborating with other inspired
animators making television commercials and
working in children’s television. He has a love
for the short film and when working in 2D
wishes he was doing stop-motion, and viceversa. Past films include Still Flying (1988),
Redback (1995) and Lucky For Some (2004).

Meredith UBORKA

There’s ALOT of detail in this film – every scene hits
a raw nerve of one kind or another. Have you been
keeping a diary of social dysfunctions?
I have a multitude of visual diaries, mostly filled with
absurd drawings inspired or taken directly by observation,
experience or self-reflection. One night, close to Christmas
I found myself in a large suburban shopping centre at 1am.
I looked at myself and everyone around me and wondered
how the hell did life become this? A food court is a large
scale petri dish.
How hard was it to nail the narration?
David Swann is such an experienced performer with a rich
sound to his voice. He is naturally a very funny man, so on
my part it was effortless. I just had to say 'make it a seductive
sales pitch' and he knew exactly what to do. I found him
inspiring to be around. He had me in tears – of joy!

What made you make the film?
I’m a little fixated with the causes of mental health issues
and the sources of personality traits, so that’s where the
idea came from. The main character was inspired by a lot
of conversations at the time about social anxiety and he is
actually an amalgam of a handful of real people.
The main character is really well crafted. How much
work – or what type of work – does it take to create
a character of this type in a short animated film?
I did a lot of research into social anxiety, reading about
other people’s experiences and the way the condition
manifests in everyday life and I drew a lot from first – and
second-hand experiences with social anxiety as well.

Real People
AUSTRALIA, 6’30, 2011
DIRECTOR: Meredith Uborka
PRODUCER: Kate Cawley
Christmas has rolled around and the
pressure is on. Can’t do the lousy supermarket
coleslaw, better not bring cruddy presents,
and got to find a girlfriend fast!
Phone: +61 418 530 216
meredith.uborka@gmail.com

Meredith is an up-and-coming Melbournebased animator, who is currently studying for
her Masters in Animation and Interactive
Media. With a background in multimedia design
and 2D special effects animation, Meredith
recently found her niche in writing and directing
animated shorts. Her films to date have been
highly character driven, centring on quietly
tormented protagonists who beg sympathy
from the audience, while maintaining a dark,
dry wit. Her graduate film of 2011, Real People,
received the Iloura award for Best Overall
Production Design and recently screened at
Anifest 2012 in the Czech Republic.

It is also a film that has a very large ‘cast’. What’s the
attraction of this and what – if any – complexities did
it add to the production of the film?
There was definitely no conscious attraction to having a
large cast. It was something that I set out to avoid with the
short time I had to complete the film but before I knew it
I had written a socially anxious main character that I was
deeply invested in. Due to the large cast, the decision was
made to work with digital puppets for the bulk of the
animation, saving the more time consuming traditional
methods for scenes where it was really needed.
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What made you make the film?
I had animated a few scenes in my allegedly spare time, but
it wasn't until Shane McNeil encouraged me to apply for the
Media Resource Centre’s Tropfest Initiative that I had the opportunity to sit down and work on it properly.
Is there something you’d like to record about the
production of your film?
World’s dullest production story: man sits in a room alone
with a pencil and emerges five weeks later with 1,300
drawings for a film.

Sumo Lake
AUSTRALIA, 3'00, 2011
DIRECTOR/PRODUCER: Greg Holfeld
Size is important in sumo but you have to
have the right moves too. A fondness for
the classics helps as well.
PO Box 2011
Glynde Plaza
Felixstow, South Australia 5070
AUSTRALIA
Phone: +61 8 7324 2557
greg@panicproductions.com.au
www.panicproductions.com.au

Greg was born in Saskatchewan, Canada in
1965, landed his first animation job and
dropped out of art school in 1986, travelled
to Japan in 1989, and moved to Adelaide in
1991. Buy him a pint and he'll happily fill in
the details. He has animated for television,
directed commercials, and his shorts such as
Heartbreak Motel and Get in the Car competed
at numerous international festivals. Tom’s Toilet
Triumph! won Annecy’s Educational Film prize
in 2002. Lately he's been busy illustrating
children’s books and the Captain Congo
graphic novel series. Sumo Lake is his first
film in seven years. He hopes to do another
before 2019.

Xiaoxue “Snow” ZHENG

Souvenir
AUSTRALIA, 3’22, 2011
DIRECTOR: Xiaoxue “Snow” Zheng
PRODUCER: RMIT
Life’s souvenir bag fills up as disappointments
accumulate but there is a definite light
shining out from the depths.
602, 39 Lonsdale Street
Melbourne, Victoria 3000
AUSTRALIA
Phone: +61 433 340 690
s3275444@student.rmit.edu.au
http://snowisflying.blogspot.com.au/

Xiaoxue was born in 1985 in China. In 2008,
she graduated from Guangzhou Academy of
Fine Art, majoring in animation. After that she
worked as a designer and freelance animator
for two years. Currently, Xiaoxue is studying
her Masters in Animation at RMIT and will
graduate in June this year. Xiaoxue has a
talent and great passion for animation; she is
familiar with the animation language and has
a strong visual aesthetic. She is particularly
engaged with 2D animation and motion
graphic spheres.

Suren PERERA

Dukes Of Bröxstônia: Tomatoes
AUSTRALIA, 3’00, 2011
DIRECTOR: Suren Perera
PRODUCERS: Stu Connolly,
Jane Schneider
Yeah – The Dukes! And this time the drummer
is totally strung out on tomato sauce.
Sticky Pictures
Suite 203, 166 Glebe Point Rd
Glebe, New South Wales 2037
AUSTRALIA
Phone: +61 2 9692 8732
info@stickypictures.tv
www.stickypictures.tv

Suren is one of Australia's most exciting young
animation directors and designers working
across online and TV media. Suren co-created,
designed, storyboarded, and directed both
series of Dukes of Bröxstônia airing on ABC3
and Cartoon Network Asia. The Dukes have
been nominated for Best Teen animated series
at the Kidscreen Awards, Stuttgart Animation
2012 and Cartoons on the Bay 2012. The series
was voted Best Flash Series at the Digital
Media Online Festival. Suren also directed and
animated the award winning Monster Auditions
(SBS) and short film Scary Therapy for Sticky
Pictures – both selected for Annecy. Suren is
currently based in Montreal, Canada.

The combination of sumo wrestling and Swan Lake
is inspired. Where did that odd little combination
come from?
The combination came from something that I made appear
in my sketchbook one day. It wasn’t Swan Lake specifically
that I wanted to combine with sumo wrestling, but the grace
and flight of ballet in general. Swan Lake seemed like an
obvious choice. The story was simple enough and the title
obliged with the necessary word-play.
Congrats for not slicking this up as a CG film. Why
did you decide to stick with the hand-drawn style?
I stuck with the hand-drawn style because I’m too thick and
stubborn to animate any other way. Nothing against CG but
no matter how spectacular the results from clicking the
mouse or moving the wand, it can't come close to the
satisfaction I get from dragging graphite across compressed
wood pulp.

What made you make the film?
The inspiration came from my female friends and my
personal experiences. Almost every time we fall in love with
some guy, in order to match with the men we love, we
change our dressing styles, habits, sometimes even our
personalities. Some of these changes may be temporary,
however, some are perpetual.
Souvenir has such a unique visual style. How did you
arrive at that particular style for your film?
Souvenir is a story about a girl’s love experiences. In order
to emphasis the passing of time, I used constant transition
to convey the story. To enrich the visual aesthetic, I used
morphing animation to change locations. Another advantage
of constant transition is that the audience’s attention does
not move from the girl and they follow her every step.
For the most part your film is in black and white.
What attracted you to this?
In the beginning, I thought about colouring the animation,
and then I realised it would be a big project for me – there
are many locations and characters morphing in my work.
I tried several color schemes but not one worked for my film.
After several tests, I finally decided to use black and white,
because they don’t express much emotion. The whole image
looks simple and clean, and the characters and movement
stand out.

What made you make the film?
We always had a deep spiritual belief in Broxstonian rock
and felt the need to tell their often overlooked story to the
world.
This year’s ‘crop’ of Dukes episodes are significantly
longer than in previous years. How has that extra
screen time impacted on the finished works?
It was always the plan to take The Dukes to a longer format
and we're lucky to have the support of our partners ABC3,
ACTF and Cartoon Network. We treated the extra time as a
chance to tell more ambitious stories, develop the characters
and expand the world, yet keep the same board-driven madness. All Dukes episodes we start with a story outline and
board directly into Flash which means we've quickly got an
idea of timing and that helped us shape stories with the
new time limit. We then re-work the animatic until it’s funny,
crazy and better than our last episode.
We try REALLY hard to never ask this question –
can’t help it in this case, sorry – but where do you
get your ideas from?
For The Dukes, we (Suren and Stu – writer, producer and
co-creator) get our ideas from working together – and this is
always done online as we’re very rarely in the same city. We
tend to inspire, push and surprise each other. And if that
doesn’t work there’s always tomatoes.
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Patrick SARELL

Nullarbor
AUSTRALIA, 10’18, 2010
DIRECTORS: Alister Lockhart,
Patrick Sarell
PRODUCERS: Katrina Mathers, Merrin
Jensen, Patrick Sarell, Daryl Munton
A long road, two cars, two guys, a generation
divide and a single pack of cigarettes.
The Lampshade Collective
PO Box 1406
St Kilda, Victoria 3182
AUSTRALIA
Phone: +61 3 9534 3920
nullarbor@lampshadecollective.com
www.lampshadecollective.com

One of the founding partners of The Lampshade
Collective, Patrick Sarell has worked as a
director, producer, animation director, animator,
and rigger across a variety of projects including
television commercials, computer games and
feature films. He has worked for companies
such as Illoura, Animal Logic and Rising Sun
Pictures. During his 11 years in the industry,
some of his production credits include working
on: Happy Feet, Harry Potter and the Deathly
Hallows, Sorcerers Apprentice and Ghostrider
2 Spirit of Vengeance. Nullarbor is his first film
as writer, producer, animation director and
co-director.

Alister LOCKHART

What made you make the film?
PAT: I had this film floating around in my head for years
but the more people that came on board, the more real it
became. It got to a point where it was going to be made no
matter what because of those people.
AL: I’d been working in the games industry for 15 years, I
was looking for a fresh challenge and when Pat asked me to
work with him on this, the opportunity was just too good to
let pass.
Is there something you’d like to record about the
production of your film?
PAT: Nullarbor really became the catalyst to teaming up with
our amazing gang at The Lampshade Collective! It gave us
the opportunity to work together and create something we
really wanted to make.
AL: I wish we got more behind-the-scenes photos and
footage!
Wow – Nullarbor has screened just about everywhere.
Can you talk a little about the run that Nullarbor has
had so far here and around the world?
PAT: Nullarbor has had an incredible run. We have screened
at over 80 festivals worldwide and won 16 awards!! It’s
opened up some very exciting opportunities for us and
taken us to some pretty amazing places. We are currently
working on a feature screenplay with the same characters.
AL: It’s gone as well as we'd hoped and far better than I
expected. Not that I'm not very proud of it, but seriously,
how many people expect this kind of mileage from their
first film?!
Nullarbor is one of what seems like a very small
number of really quintessentially Australian
animated shorts produced. Is that a view you share
and, if it is, do you have any comment about it?
PAT: I think that as Australian film makers we have a duty
to tell stories about our country and the people who live
here, warts and all. Story is how we make sense of who
we are and the world we live in
AL: Want to make an Aussie film? You need three things:
A classic car, a road trip, and an old bloke in a hat!

Alister began his career as a commercial
illustrator for Random House, Intrepid Trading
Cards and Walt Disney Australia. In his ten
years in the games industry Alister has worked
on 16 released games titles and has written
and directed animations for games such as
SSG’s Warlords: Battlecry I & II, Tantalus
Media’s Payload and Top Gear: Downforce,
and Infinite Interactive’s Puzzle Quest 2.
Nullarbor is Alister’s first short film as director
and co-writer.

Lissa PASCALE

The Last Photo
AUSTRALIA, 7’30, 2011
DIRECTOR/PRODUCER: Lissa Pascale
Just stunning! The filmmaker’s father went
missing in action during the war. She always
thought he was just across the sea, or over
the mountain, just out of sight … and that is
where she went to find him – to the end of
the earth.
Phone: +61 401 284 044
lissapascale@gmail.com
www.thelastphoto.com

Lissa is a Sydney-based artist. Her imagination
and stories are inspired by obscure antique
objects, old broken toys, and getting lost in
the streets of faraway cities. She is passionate
about trying to create 3D animation with rich,
illustrative aesthetics and heartfelt stories.
The Last Photo came to life as part of Lissa’s
final year project for a Masters Degree at the
Australian Film Television and Radio School
(AFTRS) and is her first film. Lissa has
established a creative art studio called Velvet
Saloon from which she works in partnership
as a 3D animator and illustrator in Sydney.

What made you make the film?
After talking to my mother about her family’s experiences
fleeing Europe during World War II, I felt compelled to write
a story that reflected the perception of war through the eyes
of a child. Losing my own father a few years ago, I was also
inspired to explore the themes of grief and loss and the
nature of father/daughter relationships. Animation seemed
like the most expressive medium to do this in and the story
was born.
Is there something you’d like to record about the
production of your film?
During the production of the film were so many personal as
well as technical challenges – as there always are in any
creative endeavour! Possibly the most important thing I
learned was to write authentically, to really tell a story that
is driven by an honest voice and emotions. It's only because
I believed in the story that I was able to find the commitment
needed to finalise the film over several years through such
a labor intensive process.
The Last Photo has such a distinctive visual design
style, which is obviously very deliberate and carefully
crafted. Did this style come easily or was it trial and
error?
The style was something I developed gradually, producing
many style frames and concept artworks for each scene and
character. I had very clear references of artwork and incredible
photography from both world wars, which I used as a
constant guide. I wanted to try and capture an illustrative,
storybook style as much as possible while trying to minimise
the 3D look.
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Programming The Best Of The Next is usually a fairly wild
ride and this year was no exception. It’s actually a three-stage
process these days.
We received 960 entries from 72 different schools across 28
countries. Just databasing that is a fairly hefty task. But each film is
watched and if it is thought eligible for another category as well as
the B.O.T.N. that point is duly noted. A reasonable number of student
films wind up in the International Competition Programs for example.
The initial evaluation process produces about six or seven hours
worth of entries and these are then sent to the Student Jury, a
group of about 25 students from the Charles Sturt University
Animation and Visual Effects Course in Wagga Wagga. Under the
watchful eye of their fearless lecturer-at-large, the one and only
Andrew Hagan, these brave souls spend an entire day locked in a
dark room watching and scoring the films. The scores are added
up and, voila, here we are.

PROGRAM#1
Oui, Madame
DIRECTOR: Hsin-Ni Hsieh
PRODUCER:Taiwan Tech
TAIWAN, 1'41, 2011
Ooh la la! Music, bubbles and a bath –
simplicity that transports.

Chaos
DIRECTOR: Yi-Lin Wu
PRODUCER: Tainan University of
Technology
TAIWAN, 4'53, 2011
Shadows can play nasty tricks on a kid’s
mind at night. But these shadows have
just met their match.

Otto Wichterle
DIRECTOR: Zuzana Bahulova
PRODUCER: Tomas Bata University, FMK
CZECH REPUBLIC, 5’30, 2011
Thanks to Otto’s vision, the rest of the
world would see alot more clearly.

This process also usually gives us a fairly clear winner and this
year was no different. Douce Menace, by the Supinfocom team of
Ludovic Habas, Mickael Krebs, Florent Rousseau, Yoan Sender,
and Margaux Vaxelaire, commanded a fairly convincing lead by the
time the dust cleared. It’s pretty spectacular stuff and the general
consensus seemed to be that it was the incredible detail and the
hyper-realism depicted in the destruction of the cityscape that just
really left most in the student jury room completely spellbound.

Advanced Cybernetics

I made a concerted effort to get entries from some schools that I
knew were producing really great work and this move paid off with
films included for screening from places such as the Shar School
in Russia (Coast Warning, Alexandra Shadrina), the Turku Art
Academy in Finland (Chest Of Drawers, Sanni Lahtinen) and the
invigoratingly unique Estonian Academy Of Arts (Fly Mill, Anu-Laura
Tuttelberg).

Chest Of Drawers

One of the things that really struck me when the results came back
was the rise and rise of Yun Tech from Taiwan. They have made a
persistent effort to diversify the techniques their students utilise and
their films are becoming more and more sophisticated every year.
Many of their films this year have a much more hand-drawn sense
to them, are visually more nuanced than in the past and are tackling
much more complex and semi-abstract narratives. And they’re FUN!
Zagreb Film made a really welcome return to the B.O.T.N. line
up with Escargot (Manuel Sumberac). It’s a totally whacky little
number that is still funny (really funny) after multiple viewings. There
were a number of really goof Zagreb Film titles that came in this
year, representing some sort of return to form perhaps for the
Croatian institution that has been turning out first rate animation
(professional and student) since the 1950s. The fact that more
of their films didn’t make it past the Best Of The Next jury was
probably the single biggest surprise of the whole process but I
was able to shimmy them into a number of other programs.
There’s always room for one more in MIAF, we’re that kind of
festival.

DIRECTOR: Steven Day
PRODUCER: University of Southern
California
USA, 3’30, 2011
Cybernetics in its gruesome, graceful and
explosive best with a touch of faux leopard
-skin print thrown in for good measure.

DIRECTOR: Sanni Lahtinen
PRODUCER: Turku Arts Academy
FINLAND, 7’14, 2011
Now, if everything had its own little
compartment things would be a whole lot
easier to find, wouldn’t they? Talk about
being boxed in!

Dino Rider
DIRECTOR: Peter Lopes
PRODUCER: The Animation Workshop,
VIA University
DENMARK, 4’23, 2010
When life’s a b*tch and everyone’s out to
get you, there’s only one thing to do ...
channel a fire-breathing dinosaur.
Yep, that’ll do the trick.

Fly Mill
DIRECTOR: Anu-Laura Tuttelberg
PRODUCER: Estonian Academy Of Arts
ESTONIA, 7'20, 2012
Man’s disregard for the balance of nature
can relegate him to the bottom of the
food chain.

53

STUDENT FESTIVAL PROGRAMS

PROGRAM#2

PROGRAM#3

Blue

This Idea Is Not Working

DIRECTOR: Aymeric Seydoux
PRODUCER: Ecole Emile Cohl
FRANCE, 3'05, 2011
A beauty so great and so exquisite, it has
a deadly power of attraction.

DIRECTOR: Henrique Barone
PRODUCER: Vancouver Film School
CANADA, 4'29, 2011
The ideas are coming thick and fast ... a
good one is bound to come along soon!

Cabaret Jazz

Divine Intervention

DIRECTOR: Etienne Surprenant Legault
PRODUCER: Cegep du Vieux Montreal
CANADA, 1'50, 2010
Ah, cabaret jazz – great music, beautiful
women and refreshing ale. Now to get
past the security ...

DIRECTOR: Yen-Chi Tseng
PRODUCER: Taiwan Tech
TAIWAN, 3'23, 2011
Nothing holds a crowd like a tap-dancing
turtle. Well, other than turtles fighting
ninja-style. And that can be arranged ...

Coast Warning

Escargot

DIRECTOR: Alexandra Shadrina
PRODUCER: Shar
RUSSIA, 7'45, 2011
A beautifully drawn and delightful film
about the awkwardness of young love.

DIRECTOR: Manuel Sumberac
PRODUCER:Academy of Fine Arts,
University of Zagreb
CROATIA, 8'41, 2010
A lone, emergent bloom pits snail against
snail and triggers the final charge of the
snail platoon. Long live the flower!

Heroic Fantasy

Reading Kills

DIRECTOR: Tun-Kai Hsu
PRODUCER: Yun Tech
TAIWAN, 6'00, 2011
When it comes to women, this cafe waiter
might be Chuck Norris in his dreams but
he’s Jerry Lewis in reality. But, hey, some
women like that.

DIRECTOR: Beto Gomez
PRODUCER: Vancouver Film School
BRAZIL, 2'55, 2011
Knowledge can be dangerous, books
can be mind-blowing. It’s settled then –
reading is banned!

Herr Hoppe Und Der Atommull

Contretemps

DIRECTORS: Jan Lauchauer,
Thorsten Loffler
PRODUCER: Filmakademie BadenWurttemberg
GERMANY, 4'00, 2011
A hilarious trilogy of Herr Hoppe’s
attempts to get rid of nuclear waste.

DIRECTOR: Aurelien Bouillon
PRODUCER: Ecole Emile Cohl
FRANCE, 2'59, 2011
With a little persuasion from the Grim
Reaper himself, our musician finally
completes his composition before the lid
is brought down on his piano.

Higher Bid

Opuesto

DIRECTORS: Laurent Boucher, Fabien
Bougas, Celine Vivier, Guillaume
Dumas, Arseni Fedosseev
PRODUCER: Ecole Superieure d’Ingenieurs d’Annecy FRANCE, 5’37, 2010
Do unto thy neighbour and all that ...
because things can go maniacally bad to
the core!

DIRECTOR: Tree Liu
PRODUCER: Digital Education Institute
TAIWAN, 3'59, 2011
Persecution and crucifixion alien-style,
till the last gecko standing.

Tough West

Gift

DIRECTOR: Henrique Barone
PRODUCER: Vancouver Film School
CANADA, 3'23, 2011
There are two types of people in the Wild
West – cowards and legends – and you
better know which one you are.

DIRECTOR: Seong Young Kim
PRODUCER: University of Southern
California
USA, 2'20, 2010
Scrap dinner and sign the chicken up –
that bird sure can pitch!

One Minute Movie: Where
the Wild Butterflies Grow
DIRECTOR: Vladka Macurova
PRODUCER: ASP Krakow
POLAND, 1’55, 2010
The butterflies are blooming in this
beautifully fluid black and white, paint-onglass film.

WINNER – BEST OF THE NEXT

Douce Menace
DIRECTORS: Ludovic Habas, Mickael
Krebs, Florent Rousseau, Yoan Sender,
Margaux Vaxelaire
PRODUCER: Supinfocom
FRANCE, 6'25, 2011
It’s all about scale. Get the maths right
and even a stray feather or lazy pigeon
can turn Paris upside down.
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STUDENT SHOWCASE
Programming the Australian Student Animation Showcase
was one of the most satisfying parts of the entire MIAF 12
programming process this year. It came on the back of a gig I had
had assessing a pile of international student animation for a
festival I occasionally work for in the United States and,
comparatively, I was seriously impressed with what I was seeing.
Dealing with student work can be an interesting process and there are a
number of things programmers or selectors have to be mindful of above
and beyond the norm.
First up is the fact that courses vary wildly from one to the other. They
vary in the equipment they provide, the level of mentorship they offer,
the constraints they place on students or the freedoms they allow, the
additional burdens they place on the student’s works and even the
cultural environments they create on their campuses and in their
classes.
Most of these factors are forced upon the students to one degree or
another and to the extent that these factors are not particularly of the
student’s choosing they can impact on the kind of work any given
student winds up submitting compared to the work they would (or might)
have created if those factors weren’t part of their overall filmmaking
environment and experience.
For example, some courses will impose a theme or a narrative outline
upon their students. I vividly remember the year that one course insisted
that every film had to have a butterfly in it. Nothing wrong with butterflies.
And in truth they can be tricky to animate so forcing students to animate
one at least gives a common comparative element to every single film in
the course – but, man o man, watching two dozen films each with a
bloody butterfly in them is not a healthy way to spend a day.
More common, but no less damaging, is the less obvious technical
requirement. Every film must contain animated water, or show two people
dancing in unison, or have a large object moving away from the camera
incorporating the correct perspectives. That kind of stuff. Those sorts
of scenarios are touchstone elements of good animation (although there
are countless others) and there’s a decent case to be made for ensuring
students can do this but would the student have included those two
people dancing if s/he hadn’t been forced to? Perhaps, trying to figure
out a way of putting that wretched ten seconds of dancing in not only
created a visual aberration that didn’t quite work, maybe its forced
inclusion really altered the entire flow of the film away from what the
filmmaker would have created had they not had that demand placed
upon them.
Being forced to learn certain types of software and equipment is
probably good job training and fulfils the main purpose of the exercise
from the school’s point of view but perhaps the animator would never
have used some of the techniques and visuals given the freedom to
make the film they really wanted to make.

Time constraints and sometimes restricted access to equipment can be
another factor more or less unique to the student filmmaker. Animation
courses in Australia tend to the short end of the scale and that can
easily throw up another barrier not in the path of somebody working
outside of a tertiary institution. How many times on MasterChef do we
see a contestant do a fabulous job of about 95 percent of the dish only
to drop the ball at the finish line, not because they couldn’t get the job
done but solely because the finish line was measured by a clock not
by a result of the contestant’s actual skills. Same idea. Goodness knows
how many of the pretty ordinary student films I’ve seen would have
soared to greater heights, or even just gotten off the ground, if only they
had had ten percent more time. We will never know.
Knowing the signs to look for and knowing a bit about the courses
helps level the playing field as best as it can be and the student
programs, more than most, wander along that tight rope usually without
much of a safety net to catch them.
All of that said, there is another factor in this equation. The audience.
Dropping in a questionable film on the basis that it’s the best film from
a ropey course or that it would have been a hell of a lot better if only
they had had another month and didn’t have to have the butterfly in it is
all good and fine, but it will be lost on the audience who will have to sit
through what they think is (and what probably actually is) a bad film.
And so there are lots of things to keep in mind when you’re trying to put
this program together. It’s nice to think I might be identifying future stars
(I am pretty sure there’s a couple in here but I’m keeping that to myself
for the meantime) and, in an artform that tends to have a very high
drop-out rate, I am also trying to use the one tool at my disposal to
encourage animators that strike me as having a future. That is to say,
I hope, perhaps forlornly, that a young animator, still maturing in talent,
will be so struck by the experience of seeing their film on a big screen
and feeling the collective love from an audience of strangers that they
will be encouraged to continue animating.
This program is an extremely encouraging window onto what looks
like a very bright future for Australian animation. The funny ones are
genuinely funny, often with a subdued, understated, surprisingly
sophisticated level of humour that normally gets left on the wallflower
seats in favour of the louder, more obvious candidates so evident in
much student work. The films that are endeavouring to examine topics
with a deeper social import do so with a maturity and sensitivity that is
equally rare. And in terms of technique, they are streets ahead of most
of the films I’d had to assess a few days before this program was due
to be decided upon.
And the good news is that, this year at least, there’s plenty more where
these came from.
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PROGRAM#4
One Past Midnight

Baby Boy

DIRECTOR: Terry Formosa
AUSTRALIA, 1'24, 2011
There’s evil in the house at the top of
the hill. Something happened in the
incandescent light at one past midnight.

DIRECTOR: Daniel Steen
AUSTRALIA, 3’37, 2010
Two test-site mannequins stand in for the
atomic-age family as they attempt to raise
a nuclear bomb as if it were their own
child.

Beneath

Cigar Right?

DIRECTOR: Keith Crawford
AUSTRALIA, 3'24, 2012
An underwater explorer makes a
mysterious discovery dating back to the
time of the ancients.

DIRECTOR: Luran Xiao
AUSTRALIA, 4'27, 2010
A simulated documentary delving into the
ways in which smoking has affected the
lives of three different people.

Atom

Homestay

DIRECTOR: Klayton Stainer
AUSTRALIA, 6'58, 2012
Teaming up with Alexis, ‘The Chosen One’,
after awaking in a dark, unfamiliar world,
Tom must find a way to activate The Great
Atom.

DIRECTOR: Meredith Uborka
AUSTRALIA, 3’15, 2011
A woman imagines a cloud-ride escape
from the horrors of her domestic prison.

Cthulhu

Il Sogno

DIRECTOR: Lindy Lou
AUSTRALIA, 3'05, 2011
Cute counts for nothin’ as two of the
sweetest toys in history turn bad and go
on a rampage. But a surprise rainbow
brings an escape to a happy ending.

DIRECTOR: Lidia Castelletto
AUSTRALIA, 1’05, 2011
A black-line, ephemeral study in the
transparent, transient simplicity of nature
and some of her loveliest forms.

Les Petits Rats

Water Falling

DIRECTOR: Jin Chong
AUSTRALIA, 2'19, 2011
A rat follows his nose ... all the way into
the midst of a ballet class.

DIRECTOR: Alesh Macak
AUSTRALIA, 5'12, 2011
The awesome transformative,
transportational powers of moving water
brought to shimmering life.

The Mysterious Tree

Red And Green

DIRECTOR: Bernard Sullivan
AUSTRALIA, 1'30, 2011
A tree, from imagined sketch to 360-degree
panoramic view, in all its glory.

DIRECTOR: Geoffrey Abeshouse
AUSTRALIA, 4’10, 2010
A knowing dissertation on the relationships
that occur between the green ‘walk’ and
red ‘stop’ people at street crossing lights.

Tipping Point

Lewis And The Light

DIRECTOR: Sebastian Fowler
AUSTRALIA, 2'43, 2011
A hectic, frustration-fuelled duo rush
through the city, hellbound on getting to
their promised land – The Tipping Point.

DIRECTOR: Emily Dunlop
AUSTRALIA, 2'15, 2011
Lewis discovers the perfect lightbulb and,
once properly installed, flies a lighthouse
back to his homeland to bathe the town
in light once again.

Anything’s Possible
DIRECTOR: Merethe Tingstad
AUSTRALIA, 1'30, 2011
Walking amongst towers can lead to a
surprising connection with the heavens.
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ANIMATION
101s
animation 101
Voiceover From The Scriptwriter’s Perspective
Tue 19, 5.15pm
Presenter: Tristian Taylor
So many otherwise great animated short films drop the ball when it
comes to adding the voiceovers. Tristian Taylor wrote the script (and
contributed one of the voices) for Flamingo Pride, a German film in
competition at MIAF.
Tristian will outline some of his views on script writing for animation
including a perspective on how quality voiceovers and sound effects
can be incorporated into the fabric of the project from the earliest
stages.
Tristian will screen Flamingo Pride and several other films that
showcase well-crafted voiceover work. This will be an invaluable
opportunity for budding scriptwriters and a chance to gain an insight
into a critical element of animation appreciation.

animation 102
The Brand-New Lampshade Collective Film
Wed 20, 5.15pm

Thursday, 21 June, 7pm

Hot on the heels of their international hit Nullarbor, Melbourne’s
own Lampshade Collective has just received funding from Screen
Australia to start work on their next film, The Gallant Captain.

Cinema 1
FREE SESSION

Lampshaders will take us through the planning, storyboard and
original design concepts of The Gallant Captain as well as describe
their vision for the finished work and the creative and technical
pathway they plan to take to get there.

ALL AGES
This session is free but seats are limited.
Please don’t forget to grab a ticket from the
ACMI Box Office.
A general discussion amongst panellists and the
audience about the animation industry including job
opportunities, realistic salary expectations and how to get
your foot in the door.
The panel will address the diversity of the industry
including opportunities to specialise in different fields and
work overseas. All aspects relevant to a career in animation
will be covered with the aim to assist you in deciding if this
is the career for you and what skills you need to enter the
industry.
There will be opportunity for you to ask questions and
gain an insight into the exciting career paths in this
fast-growing industry.

This promises to be a fascinating ‘first look’ opportunity at a brand
new film just coming together and a grand floor chance to see what
may well become another Australian hit film.

animation 103
Documentary Animation
Thu 21, 5.15pm
Presenter: Samantha Moore (UK)
As well as being a lecturer in animation at the University of
Wolverhampton and undertaking a PhD looking at the representation
of unique brain states within animated documentaries, Samantha
Moore is an acclaimed independent filmmaker who specialises in
animated documentaries. Her films have looked at subjects as
diverse as competitive sweet pea growers in Shropshire (Success
With Sweet Peas) to children with HIV/AIDS in Uganda (The Beloved
Ones).
Animation can be a powerful tool in the hands of a documentary
filmmaker and Moore is one of the world’s leading exponents of
the craft. She will screen a selection of animated documentaries
(including her most recent film An Eyeful Of Sound) and discuss the
unique properties that animation bring to the documentary form.

animation 104
PRESENTED BY HOLMESGLEN

Alex Stitt – Australian Pioneer
Fri 22, 5.15pm
Presenter: Alex Stitt
We should have done this years ago. But better late than never.
Alex Stitt is – in the truest sense of the word – one of the pioneering
cornerstones of the Australian animation scene. His feature film
Grendel Grendel Grendel was a milestone in Australian animating
when it was released. His animated ads shaped the TV-scape and
gave the box an Australian edge. Life – Be In It and Slip Slop Slap
are surely pure classics of the genre.
More illustrated ‘fireside chat’ (without the fire) than tribute; Alex
Stitt will present a few treasures from his lifetime of animating,
discuss their creation and share his reflections on his work.
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Alex
STITTAustralian Animation Pioneer
“If you guys are serious about
this animation festival thing,
you need to take a good look
at Alex Stitt’s work.”
Peter Viska, Viskatoons and MIAF 2001Judge

We were alerted to the need to screen
Alex Stitt’s work, literally, on the first night
of the very first MIAF. I remember it vividly.
A bunch of us sitting at a tiny table
wondering what we had let ourselves in
for and one of our own judges was already
winding us up. He had a point though.
Alex Stitt has made an enormous contribution to animation in this country. He
has created some of the more enduring
characters and campaigns that have
appeared on our TV: Slip Slop Slap and
Life. Be In It being among the most
agelessly iconic.
The godfather of American indie animation,
Bill Plympton, was the one who actually
introduced me to Alex Stitt’s 1981 feature
film Grendel, Grendel, Grendel. I was
hooked immediately and have harboured
the desire to screen that film at MIAF
one day. Not as easy as it sounds, but I
haven’t given up.
Twelve years is a long time to take to get
around to something as important as this.
In my defence, there have been a couple
of attempts and had it not been for
Alex’s prior commitments we would have
probably done this last year. But better
late than never. There is a great deal more
to the Alex Stitt story than this single
session is going to present but it will
definitely be a good start.
Sitting down with Alex in the beautiful
home he shares with his wife Paddy and
finessing the details of his presentation in
the immediate lead-up to this year’s MIAF
was one of the best days of the festival
planning cycle – a day of inspiration and
tranquillity amidst the jagged chaos that
normally characterises that time of the
year. I’m enormously grateful to Alex and
Paddy for their hospitality and for their
contribution to the festival. Theirs is a
story worth telling and their work is worth
showing now and preserving for all time.
Hopefully this plays some small part in
doing that.
A concise overview of Alex Stitt’s films
and animated campaigns has already
been written by Lienors Torre and Dan
Torre. It is derived from an interview they
conducted at Alex’s home on 17 April,
2005 and is substantially reprinted here
with the generous support of the authors.

One Designer, Two Designer
Al et Al, (Alex Stitt’s design and animation company) while concentrating on commercials, made
several short, seven to ten minute films. The first was One Designer, Two Designer, which utilised
the skills of the animation team who had trained at Fanfare Films and had moved with Alex Stitt –
Frank Helland, Gus McLaren, Ralph Peverill, Anne Joliffe, as well as David Atkinson. It was written
by Alex Stitt about just what is, what do you mean by a ‘designer’? It was divided into sections
enabling each animator to work with a different set of characters. An unusual concept of animation,
this allowed each of the animators freedom as to the kind of work he was doing and the way he
did it.

Life. Be In It.
Phillip Adams, approached by the Victorian Government to devise a campaign directed towards
fitness and health, immediately thought of an animated film campaign to avoid dealing with
specifics (such as age) so that anyone could relate to the characters. He devised the title, Life.
Be In It., and asked Alex Stitt to design sample storyboards to be put to the Minister at a meeting
the following day. That night Alex Stitt produced four, sixty-second storyboard options. One
featured Norm, the anti-Life. Be In It. character; another was the man discovering the foot; a third
that Stitt imagined would be considered outrageous and unacceptable for commercial television,
recommended to viewers they turn off the television set and exercise instead! Presented to the
client the next day, all four were accepted. Commencing in 1974 the campaign spread over some
fifteen years, the Victorian State project being taken over by the Commonwealth Government.

Slip, Slop, Slap
One of two commissions for the Australian Anti-Cancer Council was a campaign to warn against
skin cancer incurred through exposure to direct sunlight. For the initial idea of Phillip Adams’,
Stitt designed the character Syd The Seagull who sang the Slip, Slop, Slap jingle written by
Peter Best, while ‘slopping’ himself with sunscreen lotion. “It was advertising, but it also had a
community conscience – great material to work on because you felt you were doing something
useful instead of simply selling pies and ice cream!”

Christian Television Association
The Broadcasting Control Board set a condition to its first issuing commercial television licences
requiring the stations to devote a specified amount of time to religious broadcasting. The Catholic
Church set up a unit to produce material for television; the Protestant churches united with the
Salvation Army, pooling funds to set up a similar unit. It soon became obvious that their budgets
were insufficient to produce material that people would watch in the volume required. Reverend
Douglas Tasker, director of the unit, conceived the idea of producing one-minute spots in the form
of television commercials, which could be run in the TV breaks. By providing a modest budget to
make a one-minute spot, over the course of a year this could be screened some two hundred
times producing, in effect, two hundred minutes of television.
Alex Stitt: “It became one of our great creative experiences. We had complete freedom. The
subject required a vision different to anything else that was occurring in commercials at the time
because we wanted the films to be surprising and challenging. So we were able to try out all
kinds of different techniques. It has always seemed to me that animation as a form of artistic
expression – instead of just straight story telling – can never be very long. Even I get bored
watching something that’s ten minutes long, whereas if it’s one minute and is great to look at, it’s
terrific. So the fact that these little films were complete essays in sixty seconds was really helpful.
And they drifted through all kinds of strange techniques – some of which we’d stolen from other
people, some that we invented.
“They had such a mixed reception from the general public that Tasker kept a file of all the
correspondence. David Atkinson then animated a sixty-second spot called The Angel And The
Devil in which we put all of the critical letters into the mouth of the Devil, all the complimentary
ones in to that of the Angel. At the end of this argument the Angel adjusted his halo, bopped
the Devil in the face and knocked him out! That received extraordinary comment! It gave us a
response, which you seldom get in producing any kind of film or animated material – one of the
most satisfying things I ever did in animation.”
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Australian Catholic Relief
A Mouse’s Tale, a 10-minute animated film for Australian Catholic Relief, was screened in various
Catholic institutions. It highlighted the nature of the relationship between developed and third
world nations.

Grendel, Grendel, Grendel
Grendel, Grendel, Grendel is a 90-minute animated feature film produced in 1981.
Stitt conceived Grendel as an animated feature for adult audiences, based on John Gardiner’s
novel of the Beowulf legend. He produced a storyboard, which Phillip Adams promoted.

Life. Be In It

“It commenced relatively easily, but with a minimal budget. The only way we could produce it was
with a small group of people over a long period of time. The maths were very simple. We decided
to make one minute a week: thus to make a ninety-minute film would take two years. We assigned
four major animators, each responsible for fifteen seconds work per week. We set a budget of
five hundred cels per minute. We couldn’t afford the cels for more than that, let alone tracing,
painting and everything else. So it was utterly pragmatic in conception. And it worked. We
maintained both schedule and budget, and finished the film. It had been two very solid years. In
the second year of Grendel, Phillip wanted to promote a ‘Made In Australia’ campaign, squeezing
in another animated commercial project. It was very hard work. I don’t think I made any other film
material of any sort for the next year or two until I got over that.
“I’ve always had a hatred for animated things where you know the bits that are going to move in
the scene, all these little bits that are signalling to you ‘Hey, I’ve got a black outline round me, so
I’m going somewhere,’ whereas you know that that house painted on the background is never
going to go anywhere at all! We commenced Grendel in the conventional way; I began painting
the backgrounds, drawing outlines on them. Then we’d draw outlines on the characters. We had
been working on it for nearly a month, when I looked at the first few weeks’ rushes and thought
this looks really boring! I told the ink and paint department we were going to start again; they
would have to repaint all the cels they’d done so beautifully over the first month. And we all gritted
our teeth and crossed our fingers!

Grendel promo

“I painted the backgrounds without outlines, but in flat colours. I took the outlines off the animated
characters, turning over the animator’s pencil drawing on the trace and painter’s light box, laying
the cel on top of that. The painter painted the flat colour on to the back of the cel in the usual way;
but instead of painting up to a black line that would previously have been drawn on the cel,
painted through to the animator’s pencil line. It was a very simple adjustment, and it suited me
because suddenly the whole thing had this strong, integrated quality. I was also doing heavy
shadows on characters. On any shape you could paint two thirds in a chosen colour, the remaining third a colour down about four shades. It gave a hard shadow line on parts of the characters –
which I was also using on the backgrounds.”
Frank Helland expresses an animator’s view, “We started the first feature film, Grendel – formally
Grendel, Grendel, Grendel: three times as good! We had the great Peter Ustinov as the main
character, and some great Australian actors playing parts. The press would always get mixed up
and credit Peter Ustinov with playing the part voiced by an Australian actor – that was good
acting: it must be Peter Ustinov!
“We began animating, had done almost one reel when Alex thought it looked a bit ‘cartoony’, and
decided to take out all the lines – which is the most unexpected thing to do. He set up a couple
of scenes repainting all the characters without lines. This meant you had to change the design of
the characters because their arms had to be one colour and their body another: if the arm went
in front of the body, it would be a different tone from the body. Otherwise, if you saw them in full
figure they’d be all one colour. It went through swimmingly – unexpectedly! The problems just
didn’t arise: they seemed to work themselves out. And the whole look of that film, I thought, was
terrific.
“But the film never really went very far. I think people were confused. ‘It frightened the kids!’ – no
matter what you say, they cannot imagine an animated film that’s not for kids!”
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Abra Cadabra
Abra Cadabra is a 90-minute animated feature produced in 1984.
“Then there was pressure to do it all again, largely from Phillip. We embarked on Abra Cadabra,
an animated version of the Pied Piper. Another eccentric cameraman-come-director friend of
ours, Mike Browning, had invented a 3D process and was anxious to have it tried. Phillip, always
a total enthusiast for any kind of mad new scheme, loved the idea of 3D movies and encouraged
us to produce Abra in 3D.
“As a three dimensional project, Abra caused us complicated problems scaling drawings from
one level to another. We were using glass planes under camera. As the planes moved closer to
the camera lens, the illustrations had to become a lot smaller. We also used a background system
called ‘Zoptic Screen’, a specially treated glass plane that could receive back-projected images to
blend with the front-projected, front-lit images. Using this technique to shoot backgrounds, we
could even break these up into two or three planes, shoot them, and then apply the film we’d shot
through the back projection system to give the effect of their receding down below the table.
“The disappointment was that the system wasn’t quite up to it, wasn’t quite as deep as
conventional 3D. The benefit was that you shot a single layer of regular colour film. You didn’t
have to shoot through Polaroid Lenses where you shot a left and a right image and then overlaid
them in some way. This thing was just one image that worked as a colour fringing on that material
which was soft in the image. The point of focus within the whole scene would be the centre
plane; those planes which went over focus in front fringed the colour in a way that made them
appear to be in front; the ones that went behind fringed the colour the other way. Extraordinary
process! The benefit was that, watching the film without glasses it looked relatively normal.
“It caused a problem in the way the characters were painted because we were shooting material
slightly out of focus on these planes. So, having developed the technique we used in Grendel, I
was able to apply it to Abra, giving us characters that were just flat shapes, softened by being in
or out of focus. We weren’t committed to these strange outlines, which would have looked pretty
peculiar if they’d gone soft.
“We’d all but finished the film, and had actually struck a couple of copies on tape just to show
people; but it still needed some work to complete it when Alan Bond stepped in from the West
and bought the entire Channel Nine network for a mere billion dollars and all of the boxes and
the cans of Abra were packed up with the other chattels and fittings of Channel Nine, and sent
to Perth.”
Frank Helland states, “Abra Cadabra was loosely based on The Pied Piper Of Hamlin and several
other stories – bits and pieces of nursery rhymes, free-to-air, out-of-copyright material. Mike
Browning, a live-action cameraman and director we used to work with at Fanfare Films, had
invented a three-dimensional camera technique using a single lens. Instead of the usual iris, the
camera had a vertical slit; one side of the slit was blue, the other side red. If something was in
focus there was no distortion to the image. If it was forward of the focus there would be a red
edge to one side, a blue edge to the other. If it was behind focus, vice versa. The glasses would
switch them so that the foreground objects were up here, the background ones back there, the
other bit normal. So we had to think in three dimensions.

Christian Television

“Working with it engaged the ‘weird’ part of your mind trying to work out what special effect you
could get from three dimensions. You could have one character up in the foreground, another
character down there: focus on one, and you could pull focus in the shot from the one to the
other; which you could never do in animation.”

Keep VIC Fit Campaign
The Keep VIC Fit campaign consisted of a series of 30-second television spots intended to raise
awareness of environmental issues. Pollution and solar panel heating were two of a number of
issues that were addressed.

Elders Campaign
A series of ads commissioned by the Stock & Station and Wool Broking Company, the designs
were styled to promote a response from the rural community using familiar agricultural settings
and characters, and a dog that carried the action.

Floods
Grendel cover

Produced in 1994, Floods, was one of a series of short animations commissioned by Emergency
Management Australia, a QUANGO created by the Federal Government with a ten-year life to
examine possible natural disaster against which preventative measures could be put in place.
Floods, fire, tornadoes, were featured: a 30-second television spot was required every two years,
combing humour with a sense of purpose. The campaign enhanced with posters, radio, and
booklets giving information on how to deal with emergencies.
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PROGRAM#1

PROGRAM#2

In The City / Na Cidade

Atman

DIRECTOR: Delia Hess
SWITZERLAND, 1’56, 2010
Sometimes it’s about what ISN’T shown
that completes the picture. A clever
depiction of everyday life in the city.

DIRECTOR: Anna Skotarczyk
POLAND, 5'25, 2011
One small step, one larger stride and then
a full Icarus launch ... and inevitable fall.

Hinterland

Dog/Rabbit / Pas/Zec

DIRECTOR: Linda McCarthy
UK, 2’00, 2011
The pile of plastic bottles is building up at
Small Birds Singing and there’s so many
of them laying around it’s starting to
interfere with the croquet.

DIRECTOR: Nebojsa Slijepcevic
CROATIA, 12'10, 2011
A starving dog, a fat bunny, and between
them … The Obessive Possessive One.

Pummel Nankeen

Sympathy For The Fish

DIRECTOR: Ismael Sanz-Pena
USA, 3’00, 2011
A skewed exposé of social mores and train
sets in crisp black and white.

DIRECTOR: Richard O'Connor
USA, 2'00, 2011
A holiday gift turns into a hospital trip.

Djuma

Tinano

DIRECTOR: Michele Bernardi
ITALY, 3'50, 2012
A wild ride from the forest to the broken
city on the back of a wolf.

DIRECTORS: Seungcheol Yu,
Dongil Son, Sumi Song
SOUTH KOREA, 5'15, 2011
Tinano has a problem: he’s carrying an
egg and he's being chased by a dinosaur
that wants it.

Emphysema Terrain

Who’s This Hat?

DIRECTOR: Chao-Kai Wang
UK, 4’27, 2011
A vision of near-future London in which a
network of huge ‘Techno Flowers’ scrub
dirt and smog from the city air.

DIRECTOR: Joana Toste
PORTUGAL, 5'00, 2011
A hat reveals the different personalities
different people assume in different
situations.

Rew Day

How To Disappear

DIRECTOR: Svilen Dimitrov
BULGARIA, 6'40, 2012
A rewound review of one man’s last day.

DIRECTOR: Merlin Flugel
GERMANY, 2'57, 2011
There might be a million different ways to
disappear but this has got to be the most
fascinatingly elegant of them.

Story Of Him / Historia d’Este

For The Remainder

DIRECTOR: Pascual Perez
SPAIN, 7'00, 2011
A high-speed, high-rotation compendium
of legal-substance addiction and aweinspiring misuse.

DIRECTOR: Omer Ben David
ISRAEL, 6'06, 2011
This hi-concept feline-arachnid seems to
have lost its master.

Me-Apparatus / Ich-Apparat
DIRECTORS: Mandy Blaurock,
Susan Kreher
GERMANY, 10’22, 2010
A safari of known unknowns starting
with donning a jumper and gradually
transcending to floating through the
universe.

PROGRAM#4
AUSTRALIAN PANORAMA

PROGRAM#3

17000 Folds
DIRECTOR: Anh To
AUSTRALIA, 5'10, 2011
Lou, the only survivor in the origami town,
is hiding from Scissor. A surprise meeting
with the dragonflies, also victims of
Scissor’s terror, brings on a battle royale.

Strange Invention
DIRECTOR: Dino Krpan
CROATIA, 6'15, 2010
In a time before the invention of movies
and TV, an inventor became obsessed by
the idea of moving pictures on a piece
of paper.

Typographia
DIRECTOR: Karis Sim
AUSTRALIA, 1'40, 2011
“Letters are symbols turning matter into
spirit” – Alphonse de Lamartine

Psychomorph
DIRECTOR: Branko Farac
CROATIA, 7'00, 2011
This film bears witness to the creation of
a new biomorphic reality against a
backdrop of identity loss in a totalitarian
world of computer technology.

The Wedding
DIRECTOR: Simon Cottee
AUSTRALIA, 5'26, 2011
A melancholy boy attends his estranged
father's wedding to a large Latino woman
aboard a small and cramped boat on a
shark-infested sea.

Pondering Clementine
DIRECTOR: Dominique Bloink
USA, 1'50, 2011
Pondering Clementine up close, from
afar, even in a railway car. A beautiful,
pink-haired mystery girl.

Papa Vs Pretty: Wrecking Ball
DIRECTOR: Guy Verge Wallace
AUSTRALIA, 3'05, 2011
A craven, crawly pastiche of decomposing
imagery played out at in-your-face speed
with visual dexterity.

Load
DIRECTOR: David Rene Christensen
DENMARK, 5'31, 2012
Ejected from a bristling and bustling
world, the creature of burden encounters
nothing but threats and impending
destruction on the other side.

Thora
DIRECTOR: Seamus Spilsbury
AUSTRALIA, 3'25, 2011
Away from the world, Thora thrives
without the warmth of the sun, a drop of
rain or a breath of wind.

Zero
DIRECTOR: Nazanin Sobhan Sarbandi
IRAN, 10'00, 2011
Getting a zero at school is just the
beginning of this boy’s nightmare. Trying
to hide it only makes it worse – that zero
is following him everywhere he goes.

Being Bradford Dillman
DIRECTOR: Emma Burch
UK, 10'20, 2011
A bumpy trip through the relationship
between a mother and a daughter,
shadowed all the way by the spectres of
alcohol, loneliness and a visceral dislike
of boys.

Points In Space
DIRECTOR: Benjamin Ducroz
AUSTRALIA, 1'13, 2011
Using 1,050 individual A0-sized frames
and long exposure photography, Points In
Space presents the Melbourne CBD’s
cycles of repetition by responding to the
flow of traffic at key intersections.

Gob The Space Cadet
DIRECTOR: Bridget Acreman
AUSTRALIA, 3'15, 2011
Lieutenant Gob cuts quite a figure as he
races across the cosmos – he’s in a hurry,
it’s the biggest day of his life.

Against The Grain
DIRECTOR: Jonathan Chong
AUSTRALIA, 3'25, 2011
An enchanting music video, using nearly
1,000 coloured pencils, for emerging
Melbourne indie, folk artist Hudson.

Glossy
DIRECTOR: Julia Bourke
AUSTRALIA, 18’21, 2011
An animated musical, set in a dressingtable world of kitsch cosmetics, where a
gang of teenage products rendezvous at
a party and a lip balm sings her way to a
new identity.
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Dead But Not Buried
Phil Mulloy
UK, 2011, 80’00

And so here we are, the third instalment in Phil Mulloy’s series of features focusing
on the Christies.
First up we had The Christies (2006). This was actually a series of twelve shorts: Introduction,
Family Values, The Language Of Love, Tracey’s Dream, The House Painter, A Song For Buster,
The Confession, Natural Disaster, Mr. Yakamoto, Gary Challenger, Mr. Christie’s Sex Manual,
and The Day The Earth Moved.
Then last year, we screened Goodbye Mister Christie which had a more singular narrative
structure (if such a thing can be applied to a Mulloy work) across the entire film. It divided
audiences, not so much a love vs hate, more of a love vs what-was-that? type of reaction.
Dead But Not Buried ought to inspire the same type of reaction. In fact, it already has. It took
out the Grand Prize for features at the Ottawa International Animation Festival last year (as did
Goodbye Mister Christie the year before) but some audience reaction and virtually all of the
mainstream media reaction was one of bemused, occasionally angry puzzlement.
The rhythm of Mulloy’s features (particularly the second and third in the series) are key to
decoding them. His sound tracks are constructs of voices sourced mostly from the internet and
re-crafted into a narration that is almost musical in its tone and style; a kind of impromptu
non-rhyming poem forced into the mouths of a family of characters who seem simultaneously
disconnected from what they are saying and hyper-sensitive to the words being uttered by
those around them.
This ‘dis-balanced’ interaction tends to highlight not just the shifting meaning of contemporary
interpersonal communications but the changing VALUE we place on those communications.
In the uber-communicated spheres that we need to navigate in these times, there is both more
and less information flowing past us. Traditional ways of capturing that information and, more
importantly, weighing and valuing it are, at best, changing and, at worst, breaking down to
soluble molecules so small they easily wash away without a trace.
Before picking up a drawing tablet and turning his psychology to creating features, Mulloy has
had a nearly two-decade-long career hand-painting a substantial body of bracing, confronting
short films. These shorts had in common a fast, angry passion designed to showcase the
shortcomings that humans happily sign up for.
Mulloy works fast, it’s a fundamental element of his practice and it fuels the energy of each of
his films. With the shorts, this manifested itself in the raw, unrefined style of the paintings that
formed the basis of his films.
That emphasis has survived the shift from the paint brush to the tablet. The entire trilogy of his
features is based almost entirely on just 54 drawings that he created in 2005. The original family
consisted of nine characters, each character recreated in six slightly different ways. Using an
oblong combination of brute force and sheer talent, Mulloy has been able to contort and
re-contort these 54 drawings into three feature films. It’s unlikely that almost anybody else could
construct these narrow, tall mountains let alone pull it off with the same degree of delicious
malice that Mulloy is able to sprinkle on top of them. In a sense, they are a weird form of
pre-original art, drawing from something that doesn’t really exist to reflect on something else
that doesn’t really exist, all in the service of alerting us to some of the most real and elemental
issues of existence, as we think we understand them. If that barely makes any sense, or if it has
gone around in one circle too many, then welcome to the world of the Christies.
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SPECIAL PROGRAM KLASKY CSUPO

KLASKY
CSUPO
I’m nervous. I shouldn’t be, but I am. I’m sitting in the lobby of the same airport hotel
I stay at whenever I trundle through Los Angeles and I’m waiting for somebody I’ve
never met. And I’m nervous. I try to simultaneously focus intensely on every person
that arrives whilst trying to let my mind wander and think of other things. I’m a guy –
that’s not easy.
It occurs to me that even though I stay in this same hotel two or three times a year and have
done for 10 or 15 years, I can never remember its name, surely some sort of statement on the
blandness of airport hotels. I’m sitting in the exact seat where, more or less twelve months earlier,
I’d sat and spent a wonderful afternoon with Tee Bosustow and we’d talked about his terrific
collection of UPA films and getting him to MIAF to present them. All of which happened. He was
a superb guest; the programs were triumphs as far as I was concerned. Surely, good karma
exists here – but I’m nervous.
On one level, I’m a little surprised to have made it. I flew in late the previous afternoon, leaving
Frankfurt and arriving in LA on the tenth anniversary of the September 11 attacks. I had expected
a savage ramping up (perhaps not entirely unjustified on this particular day) of the paranoid
chaos that has become the lingua franca of the aviation world ever since. But one could have
fired the proverbial canon down the Frankfurt terminal (although getting it in might have been
challenging) and the welcome at LAX was stunningly and uncharacteristically swift and warm.
I’m in LA for one day and for one reason. I’m here to meet some of the people behind some
of the animation I hold dearest. I’m here to visit the Klasky Csupo Studio. This, for me, is an
extremely big deal. It’s a kind of hallowed ground, some sort of fountain of the really really
good stuff.
‘Bumpers’ are micro-episodes that link otherwise unrelated segments of a TV show and Klasky
Csupo created the original The Simpsons bumpers for the Tracey Ullman Show. From there,
they produced the first three seasons of The Simpsons TV show. For those with a taste for the
cult classics, Klasky Csupo is the studio behind the absurdly brilliant Duckman show. If mainstream blockbusters are your thing, Klasky Csupo has some pretty big flags planted in that
territory as well with hits such as Rugrats and The Wild Thornberrys. And topping out their
credentials as the real happiest place on earth, Klasky Csupo provided a creative haven for one
of my favourite animators, Igor Kovalyov, who produced a couple of his most enigmatic
masterpieces whilst under the sheltering roof created by Gabor Csupo and Arlene Klasky.
I had been on a search for those original The Simpsons bumpers for years. A series of contacts
leading to other contacts had lead me to being introduced to Arlene Klasky. I could have cut
through the red-tape conga line and just phoned her. Arlene is about as un-Hollywood as it
gets, or at least she beats my experiences of dealing with Hollywood types. Warm, friendly and
somewhat intrigued (I think) about what MIAF is and does, she was extremely welcoming when
I asked if I could come and visit.
Figuring that a poor, simple, country boy like your correspondent would last about 20 seconds
in LA without a guide, she sent her driver to pick me up. This is not a common experience for me
at all. And it occurs to me, as I sit in the foyer of the hotel I can never remember the name of and
stare out the window looking for somebody I’ve never met who will take me to visit one of the
real legends of my animation world, that the possibilities for stumbles, misspeaks, etiquette
errors and miscellaneous humiliations are more or less boundless. It makes me nervous.
Two low-wattage misfires involving me introducing myself to a couple of people who look like
they might just be Arlene Klasky’s driver confirm my worst fears about the fiery pits these
creatures surely hail from. Whenever I find him, I reason, this guy isn’t going to be too happy
about being despatched down to LAX to pick up some dude from some festival at the bottom
of world. I brace for the chill.
I hear the word “Australia” rise just above the low muffled hum of the lobby and with that a guy
in casual jeans and a pretty damn cool t-shirt is pointed towards me by the person at the desk.
Here comes Gabe, my driver. OK, so far so good. He professes to being real happy to get out
of the office and welcomes me to LA.
You’d think I would have other things to worry about, but since I’d gotten up that morning I had
been stressing about protocol: was I supposed to just hand the driver my stuff, mutter some
perfunctory greeting and climb into the back seat? Australians don’t really work that way; it feels
weird. Couldn’t do it in the end and I asked if it was OK to ride up front. It was and we hit the
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road. Smooth run all the way to the studio. Gabe’s story is an interesting
and affecting one and wasn’t offered so that it could be retold here but
it was my introduction to the notion that being part of the Klasky Csupo
Studio is a bit like being in a family; it is bigger than simply having a job.
It’s kind of a lifestyle in some ways.
When you walk in the front door, it’s pretty hard not to notice the
awards. There’s a hell of alot of them including a haul of eight Emmys
and 11 Kids Choice Awards from Nickelodeon. Rugrats even has its
own star down on Hollywood Boulevard.
Sitting down with Arlene Klasky and getting her first-hand account of
Klasky Csupo’s history makes it all sound almost easy and inevitable,
even as she describes the peaks and troughs the studio has been
through over its history.
Graduating from Chouinard Art Institute (now CalArts) and with a
background in graphic design, Arlene Klasky’s enduring passion is
creating quality, engaging film and television for children and young
adults. It is tempting to imagine her as a strong creative force albeit with
a steady hand on the company tiller helping her ship navigate some
pretty stormy times. She is generous and thorough in her telling of the
Klasky Csupo story but also mindful of the consequences of having the
wrong thing (true or not) published, because Hollywood is a pretty
small town some days.
Gabor Csupo is a different character altogether and has a dramatically
different background. He is, in person, something of a human whirlwind.
Arlene describes him as “something of a Renaissance man” and when
you get your head around that description (which took me a little while
to do within the LA context), it’s a bullseye. His more oft used tag of
“fiercely independent” barely does justice to that ephithet – he is a man
who has lived and worked to no-one’s rules and restrictions.
He and four friends escaped to Austria from communist Hungary in
1975 through a pitch black train tunnel. Without passports, they
eventually wound up in Sweden, which is where he and Arlene met. In
1979, he and Arlene returned to America where he began working at
Hanna Barbera as an animator. From there it was only a matter of time
before an independent studio such as Klasky Csupo would emerge.
It was born in 1982 when they began producing commercials and
graphics for the entertainment industry. Stories abound of a room
stacked to the brim with computers, hiring staff almost off the street
and taking briefs with barely a clue on how to deliver the finished
product. The bedroom studio start-up is the stuff of legends but no
thriving business could’ve stayed there for long and they expanded out
of it in 1983 as the client roster grew and their output of ads, trailers
and graphics grew into the hundreds.
It was, however, 1988 and the gig to create The Simpsons bumpers
that set Klasky Csupo onto a much steeper trajectory. Turning this into
a primetime special for the emerging Fox TV provided extra fuel for the
boost and producing the first three series of the The Simpsons TV
show saw them ascend to the highest possible plain and stay there.
After three years, the relationship between Klasky Csupo and the
production company that owns the show ended on less than amicable
terms. By 1991, proving they were more than a one-hit studio, Klasky
Csupo had Rugrats up and running on Nicktoons and would go on to
create more than 200 episodes as well as the blockbuster movies. The
Rugrats Movie was the first non-Disney animated feature to pass the
$100,000,000 mark. Raise the extended little pinky finger on your left
hand to the corner of your mouth and say it long and slow with a glint in
your eye! It’s a huge achievement.
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In 1992 Klasky Csupo self-financed a 16-minute 35mm pilot of
Duckman. It was not until two years later that it premiered on the USA
Network and they went on to produce 82 episodes, creating a bonefide
cult classic along the way. Duckman is surely one of the oddest, most
distinctive and wildly original animation characters on TV and will never
date!
Other highlights of the Klasky Csupo story include the release of two
Igor Kovalyov films Bird In A Window (1996) and Flying Nansen
(1998). Kovalyov is a unique figure in the world of auteur animation.
His films stand alone as purely individualistic artistic visions. Along with
Aleksandr Tatarskiy he co-founded Pilot Studio in his native Russia in
1988 fine tuning his highly recognisable drawing and abstracted
narrative style there before shifting to the US. Finding a welcome from
Klasky Csupo, he was allowed total freedom to create films in the
second phase of his career. I remember meeting him for the first time
at a festival in Germany not long after Flying Nansen came out and
being thrilled to receive his permission to screen one of the first
retrospectives that would include that film. It was pretty much the first
retrospective MIAF ever screened and I had no problems at all
convincing my colleagues back at home base – it only took one viewing
of the battered VHS tape that I walked in the door with and they were
as hooked as me.
In the mid-1990s, holding true to his “Renaissance man” handle,
Csupo was exploring more and differing ventures. He launched two
music labels, Tone Casualties and Casual Tonalities, both dedicated to
discovering new artists within the ambient electronica genre and
exploring the convergence of technology, electronics and music. A
gifted musician and composer, his own first solo album was memorably
described by one critic as the “soundtrack to a truly dark dream”.
On top of that he has opened restaurants, produced stand-alone
artworks and directed a live-action feature called Bridge To Terabitha in
2006 for Walt Disney and Walden Media.
With this burgeoning success and the spreading diversity of projects
came the need to bring some order to the increasingly cacophonous
Klasky Csupo parade. Various divisions were created to handle different
types of projects. Ka-pow! was set up to look after ads, other divisions
were set up to handle on-line, cable series and feature film developments.
In 2000, they established Global Tantrum to focus on the development
and production of pilots, internet and grown-up oriented animation
entertainment. This point didn’t come clearly into focus until lunch.
Arlene has selected a gleaming, uber-stylish Japanese restaurant for
lunch and that was to be the venue for my first meeting with Gabor. As
we stood outside I am back to being nervous. For starters, this joint is
way above my pay-cheque and I was pretty sure I would actually never
be allowed in had I simply rolled up by myself. My head was stuffed to
the hightide mark with the events and information download that I had
had so far.
But it was about to get a lot fuller. Gabor arrived. And he had plenty of
stories to tell, most of which Arlene was quietly hopeful I would have
the good manners not to repeat or publish. No problem. But my
favourite repeatable story relates to Gabor’s obsession (which is not
too strong a word in this instance) with Frank Zappa.
Gabor is insistent that one of the first things he wanted to do when he
wound up in Sweden was to learn English solely for the purpose of
being able to understand the lyrics of Frank Zappa’s recordings. He
uses this as a springboard for a dissertation on the value and meaning
of Zappa’s music that would have done any serious scholar on the
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subject proud. The man knows his Zappa. Fast forward a couple of
decades and he is running one of the most successful animation studios
in Los Angeles, in the world in fact. His passion for Frank Zappa has only
multiplied over the years. Behind his desk is a giant poster of the great
man with the slogan “Frank Zappa For President” scrawled across it.
Through a series of coincidences and contacts of contacts, the type of
web that Hollywood thrives on, Gabor is given very short notice that he
will, if he is interested, receive a visit from Zappa who wants to meet him.
Zappa walks into the office, points at the larger-than-life size poster of
himself and says to Gabor, “Man, you’re fast. Where’d you get that?”
Gabor Csupo can appear to fly off in many directions all at the same time.
I suspect it’s a mistake to think that’s his entire modus operandi. It’s
probably worth thinking of these multi-directional flares as a kind of coverfire for the missile that’s coming straight through the centre. He must be a
hell of a lot of fun to negotiate with. I cop a little of this when, immersed
and trying to keep track of his colourful observations of the characters he
has encountered in Hollywood over the years, he suddenly asks me how
I hope to do a festival screening of Klasky Csupo works. I’d been wondering
the same thing myself, concerned I might have come to the meeting
underprepared. I suppose I was hoping like hell to obtain permission to
show the The Simpsons bumpers (a mission I haven’t yet fully given up
on), maybe blend it with some of their ads, music videos and perhaps an
Igor Kovalyov film; it’d be interesting.
That’s when Global Tantrum comes up. “Man, how many pilots did we
make back then?” he asks out loud. “So many, I’ve lost track. Why don’t
you show some of those?”
And so here we are kids! One day a big box of ‘nothin’ but love’ arrived in
my post box with a thud. I was so excited I took it into the café I go to
every morning and told them what it was. They looked at me like I’d lost
the shredded remnants of my mind. True and false all at once. Perhaps the
café blurt was a step too far but in that box was a couple dozen of the
pilots that Klasky Csupo created through the 2000s. Mostly, they work as
teasers for network execs – attempts to get production funding to create a
series. Sometimes, I suspect, they are a primarily creative pressure release
valve. Some of them were never going to be produced, some of them you
wonder how they could have been passed over. But they are a super
interesting and alternative insight into the creative soul of a studio which
has produced some of the most popular animation of our time.
What I’ve programmed does wind up skewing away from many pilots
that were aimed squarely at the teen or young adult market. That’s a bit
of a pity because there is some really good work in there. This time
around, I was keen to show their works for the ‘grown-up’ market. I plan
to talk to Arlene Klasky about a better, more relevant use for some of the
remaining pilots because the best of them are very good and they stand as
testament to the kind of work she most wants to produce. I truly hope this
is only the beginning of the connection between MIAF and Klasky Csupo,
although the next time I guess it’s my turn to cover lunch and we’ll probably
have to be looking for a different venue if it’s going on my card, sorry to say.

Bench Pressly
7’45
Super-detective Bench Pressly and his
female sidekick Sho-Girl fight foes and
villains in the backdrop of a futuristic Las
Vegas. From the unpredictable minds of
Ahmet Zappa and Sean Abley.

Commander Bunsworth
2006, 11’00
A by-the-book bunny General and his
neurotic coyote Lieutenant on a mission to
educate Martians about Earth culture.

Junkyard Teddies
2006, 11’00
In a toy junkyard populated by defective
toys, Rex, the self appointed ‘king of the
junkyard’ and Kuko, his loyal companion
are two busted teddy bear pals on a
mission to perfect the art of doing nothing.

Schmutz: Happy Birthday
2005, 2’00
A show about the things that live in those
hard-to-clean places. Follow characters
Wad O. Gum, Hairball, Loose Change and
their mortal enemy Carmilla, the evil
cleaning lady.

Ace Bogart: Space Ape
2006, 11’00
A young, sophisticated ape is launched into
space but through a mission control misfire
caused by a spilt cup of coffee he winds up
on a deserted island where he must learn
how to live in a primitive ape family. All
goes well until he decides it’s time they
need a toilet.

The Way The Dead Love
10’20
A dark rendition of a series of perverse
Charles Bukowski short stories featuring a
down-on-his-luck loser who makes a deal
with the angel of death to spare his life if
he’s able to write a love story.

You Animal
9’30
Joseph Poot is hot, hot, hot! The star they
call “Mr Chairman” is at the top of his
game, shuttling between Vegas, where he
headlines as a singer, and his home in
Bel-Air, where he hosts his own TV show.
That’s pretty good going for a horse, even
one as handsome as he is.

Stinky Pierre
7’001
A deliciously warped little teaser from the
pens and minds that gave us Duckman.
Buster Roland is a bright and innocent
ten-year-old orphan in the care of his uncle,
Stinky Pierre, a man so hopelessly inept as
a parent that he considers home-schooling
to be an opportunity to teach Buster the
skills required to mix a perfect martini.
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These four programs are part of a three year project to ensure
MIAF presented the most comprehensive picture possible on
the strength, depth and sheer artistic virtuosity of Polish
animation and comes on the back of the major ‘Focus On Poland’
series we ran last year. These programs pick up where those
left off and focus on four of the main Polish studios that have,
between them, defined Polish animation virtually since its
beginning until the present day and, in the case of Platige Image,
will redefine it as we all wobble uncertainly into the future.
Se Ma For was founded in 1946 and apart from a few years ‘on hold’ in
the 1990s has been producing mostly puppet animation more or less
constantly ever since. In fact, a staggering 1,500+ films have been
animated into life here. It received Poland’s first Academy Award for
animation in 1983 for Tango by Zbigniew Rybczynski and was the
production base for Suzie Templeton’s magnificent Peter And The Wolf,
which took out the Academy Award in 2008.
The building that houses Se Ma For is huge. It is home to production
sets, its own puppet-making workshop and a captivating museum that
presents the visitor with a significant collection of sets from its older
films, an astonishing collection of puppets, artwork, and vintage animating
equipment including a huge 35mm camera stand given to them by the
Russian army in 1946 (the Russians, of course, having earlier purloined
it from the local German propaganda department). This camera stand
served Se Ma For well and STILL WORKS although it hasn’t been used
to shoot a film since Ichthys in 2005. Wander out and buy a digital
camera today … I bet it won’t still be going in 2072.
Of the four studios in this series, the only one that is not still operating is
SFA (Studio Filmow Animowanych). Part school and part studio, it
produced more than 300 films in its 40-year history and provided a
home for some of Poland’s most acclaimed animators. It was founded in
1966 by Kazimierz Urbanski, an outstanding director and teacher who
had recently graduated from one of Europe’s most prestigious courses,
FAMU in Prague.
One of the features of SFA was that each artist had complete artistic
freedom to create their own films. This is more unusual than it might
sound and has meant that there is no identifiable SFA ‘style’. Iconic
Polish animator Jerzy Kucia took over the management of SFA in 1981
and led the studio through the era of political, social and financial
ructions that eventually produced the modern, free Poland we see today.
That transformation came at a price for many Polish institutions however
and although SFA seemed to survive the most tumultuous period of
those changes, it finally closed its doors in 2004 having been unable to
sustain a business model that funded its purely creative pursuits with
revenue generated from commercial work and student classes. It leaves
a collection of films probably more diverse and adventurous than almost
any other studio in the world and we are fortunate that the vast majority
of them have been kept and are being archived.
Other than a small sign announcing that you have found the right place,
Studio Miniatur looks like every other house on the street in a purely
suburban part of Warsaw. Managing Director Włodzimierz Matuszewski
is one of the most hospitable people you could hope to come across.
He even gleefully took me on a mad dash back into the centre of Warsaw
on what turned out to be a doomed mission to catch a train I was
running late for.

Founded in 1958, it has produced hundreds of animated films and
continues doing so. Its earlier history saw it run almost as a kind of
collective. An artistic committee decided which animators could join the
studio and, in a series of quarterly meetings, decided which creative
projects would be supported by the studio. The exact degree of oversight (or interference) this artistic committee exacted over individual
projects is uncertain, or at least varies depends on who is telling the
story, but for the most part Studio Miniatur seems to have operated fairly
happily as a kind of creative ‘family’ for most of the first 20 years of its
existence under the stewardship of Jerzy Swierczynski.
That model changed drastically in the 1980s. In many ways Studio
Miniatur was lucky to survive and only really did so by undertaking a
great deal of work creating less than spectacular TV and commercial
animation. Somewhere, though, somebody was tending the lamp. As
Polish society and its economy stabilised, Studio Miniatur continued to
create auteur films and provide a production base for independent
animators working on purely creative projects. Many of these animators
bring a mastery of new animating technologies with them and the look
and style of Miniatur films is vectoring off down these paths.
The Platige Image ‘campus’ is hard to find! Even when we did find it, the
cab driver pointed out that his GPS was saying the very spot we were
parked on doesn’t exist and that the sounds of Polish language alarm
I was hearing it emit were warnings not to proceed. Heeding that
warning would have been a mistake because once you get there you
enter a small hallowed zone that is helping define the future of animation.
In existence for a mere 15 years, Platige Image has a remarkable history
of achievement. It has produced a truly impressive collection of short
films and a catalogue of hundreds of commercials. One of its very first
short films The Cathedral was nominated for an Academy Award and
virtually every one of its shorts since then has gone on to win, cumulatively,
a plethora of awards and near-universal acclaim.
Platige Image is having a very major say in the shaping of 3D stereoscopic animation. Perhaps because it is not producing kid-friendly films
or blockbuster sci-fi features it is not the household name that other
studios that are producing less interesting work are – but they will be.
Weta can do it from a New Zealand base, Platige Image will do it from a
spot that doesn’t officially exist in a creative industries park in Warsaw.
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POLISH Studio#1

Studio Minatur
A Gentle Spirit /
Lagodna
DIRECTOR: Piotr Dumala
POLAND, 10'15, 1985
Simply stunning! The film that
established Dumala as one of the
true living masters of animation
and introduced his ethereal, richly
textured style.

The Red And The Black
/ Czerwone I Czarne
DIRECTOR: Witold Giersz
POLAND, 5'50, 1963
A beyond-clever montage of the
hundreds of different ways a bull
fight can possibly go wrong.

An Adventure In Stripes
/ Przygoda W Paski
DIRECTOR: Alina Maliszewska
POLAND, 11'00, 1960
A vivid colour exploration of just
how hard it is for a black and white
elephant to fit into the herd.

The Road / Droga
DIRECTOR: Miroslaw Kijowicz
POLAND, 3'10, 1971
No fork in the road is ever straight
forward. If only there were a way to
divide ourselves up to walk every
path that confronts us.

The Last Zero / Ostatnie
Zero

Sun: A Non-Camera
Film / Slonce-Film Bez
Kamery
DIRECTOR: Julian Antonisz
POLAND, 3'33, 1977
Direct-to-film, camera-less
animation at its finest. A unique
perspective on the big burning ball
in the sky and all the different
ways it lights our world.

The Changing Of The
Guard / Zmiana Warty
DIRECTORS: Halina Bielinska,
Wlodzimierz Haupe
POLAND, 7'56, 1958
A small army of matchbox soldiers
arrives on the scene to free a
matchbox maiden only to set off
a fiery chain reaction.

POLISH Studio#2

SFA

Miki Mol

Reflections / Refleksy

DIRECTOR: Ryszard
Antoniszczak
POLAND, 10'00, 1975
This is what happens when an
animator’s imagination runs
REALLY wild. A post-psychedelic
parade of the strangest creatures
on the craziest of quests – in
miniature … kind of!

DIRECTOR: Jerzy Kucia
POLAND, 6'20, 1979
One of the most famous and
beloved Polish animated films ever
made. An exquisitely, incredibly
detailed battle for survival in the
insect world beneath our feet.

A Highly Committed
Movie / Ostry Film
Zaangazowany

DIRECTOR: Jerzy Kucia
POLAND, 1984, 9’35
Memories of lives lived return in
fragments and flashes under the
cover of a dark kitchen and the
routine chores required to make
a house a home. A subtle masterpiece from an animator who knows
the genre better than most.

DIRECTOR: Julian Antonisz
POLAND, 7'10, 1979
A truly wondrous, rollicking circus
of the mind, full of cascading
colours, way-bent imagery and
rapid-fire, rule-bending visitations
of imagination starbursts.

The Horse / Kon
DIRECTOR: Witold Giersz
POLAND, 6'35, 1967
Surely one of the most beautiful
animated films ever created. A
textural masterpiece taking up
where Muybridge left off.

The Roll-Call / Apel
DIRECTOR: Ryszard Czekala
POLAND, 7'11, 1970
Grimly, starkly evocative.
One man’s refusal to bow to
overwhelming power leads to a
pointless but inevitable massacre.

Labyrinth
DIRECTOR: Jan Lenica
POLAND, 15'00, 1963
Even from the loftiest heights
and from the most naïve
perspectives, freedom can be
an elusive butterfly.

DIRECTOR: Alina Maliszewska
POLAND, 10'05, 1965
The infinite power of zero – that
never ending parade. No wonder
none of them want to be the last
zero in the line.

Splinters (aka Chips) /
Odpryski

Between Two Mysteries/
Stodkie Rytmy
DIRECTOR: Kazimierz Urbanski
POLAND, 1965, 6’35
A simple study of a humble beekeeper gradually morphs into a
colourful and imaginative abstract
look at the patterns of nature that
these creatures inspire.

Animated Movie / Film
Animowany
DIRECTOR: Aleksander
Sroczynski
POLAND, 19'00, 1982
One of the most sustained pieces
of frenetic shake-ya-head-til-ithurts madnesses we’ve ever
screened – and we’ve screened
plenty of contenders – but this is
somethin’ else!!

Banquet / Bankiet
DIRECTOR: Zofia Oraczewska
POLAND, 8'15, 1976
When good banquets go bad
nobody is safe and anybody who
thinks they are going to be dining
at this table has a nasty surprise
awaiting them.
Miki Mol

Banquet

A Gentle Spirit

The Changing Of The Guard

The Roll Call

Splinters

An Adventure In Stripes

The Horse

Animated Movie

Between Two Mysteries
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POLISH Studio#3

Se Ma For

In The Time Of King
Krakus / Za Krola
Krakusa
DIRECTOR: Zenon Wasilewski
POLAND, 14’23, 1947
The very first Se Ma For film made.
A surprisingly detailed puppet film
depicting the range of various
dragonly challenges faced by King
Krakus and his court.

Wykres
DIRECTOR: Daniel Szczechura
POLAND, 3’04, 1966
One line leads to another, to
another and to another. Soon all
is lost to the maze.

DIRECTOR: Stefan Schabenbeck
POLAND, 7’24, 1969
A true classic from one of Se Ma
For’s most important and prolific
animators. An Escheresque
construction of endless steps
leading to nowhere.

The Little Quartet /
Kwartecik
DIRECTOR: Edward Sturlis
POLAND, 7'05, 1965
When the piano lid is closed and
the lights go out, the lampshades
are convinced they can make the
joint hop all by themselves.
And they’re right!

Platige Image

Tango

The Cathedral

DIRECTOR: Zbigniew Rybczynski
POLAND, 8’12, 1983
Se Ma For’s first Academy Award
winner. An interwoven tango of
interweaving protagonists each
dancing through their solitary,
yet strangely crowded, spaces.

DIRECTOR: Tomek Baginski
POLAND, 6’00, 2002,
An ethereal journey through a
structure of infinite intrigue.

Sack / Worek
DIRECTOR: Tadeusz Wilkosz
POLAND, 8'10, 1967
When a simple sack goes bad
every item in the house is in mortal
peril. An all out attack is the only
hope of repelling the beast.

Hobby
Stairs / Schody

POLISH Studio#4

DIRECTOR: Daniel Szczechura
POLAND, 6’11, 1968
A richly coloured, strangely
proportioned film with a wry,
surrealist edge all of which comes
with many strings attached.

Return / Powrot
DIRECTORS: Anna Blaszczyk
POLAND, 8'00, 2008
We live in restless times, they live
in restless times. A spaceship is
the only answer and the wait for its
return is a curiously tuneful one.

Sleepincord / Snepowina
DIRECTOR: Marta Pajek
POLAND, 13'38, 2011
An elegant, mesmerising topography
of lines leads the way out of
sleep’s sheltered inner sanctum.

Fallen Art
DIRECTOR: Tomek Baginski
POLAND, 6’00, 2005
The ingenious cruelty of a machine
designed to capture an alternative
version of the cinematic moving
image.

Ark
DIRECTOR: Grzegorz Jonkajtys
POLAND, 8’00, 2007
A vast ship with a confused human
cargo plots a course to challenge
the inevitable.

Teaching Infinity
DIRECTORS: Bartek Kik, Jakub
Jablonski
POLAND, 15’00, 2008
Easier to do than you might think
and just as exciting. An amazing
blaze of images that draws from a
vast imaginative reservoir.

The Great Escape
DIRECTOR: Damian Nenow
POLAND, 6’00, 2006
The REAL news behind the
weather. A running battle between
the elements and the technology.

Animated History Of
Poland
DIRECTOR: Tomek Baginski
POLAND, 8'00, 2010
Two thousand years squeezed into
eight minutes. A high-speed, visual
chronology of the creation of
modern Poland.

Jan Matejko’s Battle Of
Grunwald
DIRECTOR: Tomek Baginski
POLAND, 4’00, 2010
A spellbinding digital rendition
of Jan Matejko’s massive mural
captured prior to its removal from
view for a three-year restoration.

City Of Ruins
DIRECTOR: Damian Nenow
POLAND, 5'00, 2010
A heart-wrenching digital
recreation of a devastated Warsaw
in the immediate aftermath of
WWII as seen from the window of
a Liberator bomber.

Paths Of Hate
DIRECTOR: Damian Nenow
POLAND, 10'00, 2011
A simply astounding testament to
the madness of war and the
unhuman lengths to which some
warriors will go to fight on long after
any meaning has taken flight.

The Witcher 2: Assassins
Of Kings Intro
DIRECTORS: Tomek Baginski,
Maciej Jackiewicz
POLAND, 4’00, 2011
A superb and chilling teaser for
one of the most polished pieces of
gaming animation so far created.

In The Time Of King Krakus

Sack

Animated History Of Poland

Stairs

Hobby

The Cathedral

Jan Matejko’s Battle Of Grunwald

Tango

Sleepincord

The Witcher 2: Assassins Of Kings Intro

Paths Of Hate
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HALAS &
BATCHELOR
Loitering with intent. It’s 6am and I’m holed up in a hotel foyer
in Portugal. I’ve already been here for an hour, it’s fairly obvious
that I don’t really belong here and the desk staff have decided,
I think, that they should keep an eye on me.
In fact, my intentions are fairly noble. This is my last chance to meet
Vivien Halas who has been a jury member on a festival here. I have been
trying to find her for two or three days since I sat in on a retrospective
screening of Halas And Batchelor films that she had curated for the
festival. It was a bit of a eureka moment for me (sans bath, of course)
and I was determined to organise something similar for MIAF. First thing
to do – go to the source.
There are only two real hotels in this town. I’m staying in one and she’s
not in that one so I’m pretty sure I have the right place. And I had
managed to see the festival’s guest transport schedule and saw that
she was flying back to London early this particular morning. I looked up
the departure time of the first possible flight to London from the local
airport, calculated the time needed to get to the airport, added check in
time and a bit of a buffer and set my alarm for 4.45am.
I didn’t know it then but I had another hour and a half to wait. At 7.30am
she emerged from the muffled tranquility of an elevator only to be
confronted with a bleary-eyed Australian waving a business card around
and babbling on about showing her films in Melbourne. Looking back,
I sometimes wonder if that first introduction wasn’t just a bit too ‘out-ofthe-blocks’ enthusiastic. “I will be in London in two days time”, I tell her.
“Could we meet?” She lives in Lewes, she tells me, and I am more
than welcome to come and visit. “Whatever it takes”, I say. Mission
accomplished. My work here is done. Back to bed.
Lewes (pronounced Lewis) is a decent-sized town about half way
between London and Brighton. Vivien gives me the tour. Lewes, it turns
out, is one of the last places to celebrate Guy Fawkes Day in the
‘traditional’ way. That is to say, on November 5th every year, a bunch of
amateur pyrotechnicians of wildly varying levels of skill load themselves
up with explosives and skyrockets and head off into the night to light up
the skies, amaze their friends and neighbours and blow off their fingers.
Sixty-one reported injuries at last year’s celebrations, apparently. When
sufficient digits have been sacrificed to Acme (the ancient god of absurd
explosivity), those not carted off to hospital form a procession of flaming
tar pots that are paraded through town and then thrown into the river
from a bridge. To ensure that everybody is given one last chance to
maim themselves and to bring the night’s festivities to a suitably
interesting end, those who managed to escape third-degree tar burns,
or being accidentally immolated by a runaway tar pot, muster at a nearby
field and burn effigies of people that have been irking them of late.
All good fun.
Other than that, Lewes is straight out of the British Tourism Department’s
central casting bureau. There’s the white cliffs just off in the background,
an ancient wooden brewery right in the centre of town, and it’s full of
archetypical British pubs. We sit down in one of those pubs and Vivien
starts relating the Halas And Batchelor history.

John Halas was born Janos Halsz in Budapest in 1912. The combination
of having a restless soul and the need to escape the privation brought
about by war and prejudice saw him spend much of his early years
split between Paris and Budapest. In 1932 he formed a filmmaking
partnership with two friends, Gyula Macskassy and Felix Kassowitz. It
only lasted four years but it produced a staggering 42 shorts, including
the first coloured animated film ever produced in Hungary. A test film
that John made attracted the eye of British Colour Cartoons Limited and
on the strength of that test he was offered a contract to animate films in
London. John needed an animator and he placed an ad in the Daily
Telegraph.
Joy Batchelor was born in 1914 England. Her father was a master
lithographer and encouraged Joy to develop her obvious artistic talents.
Beyond this, however, her childhood seems to have been a fairly
unhappy one. She studied art and eventually wound up working as an
‘in-betweener’ at a small animation studio run by an ex-pat Australian,
Dennis Connelly. She taught herself the fundamentals of animation,
proving to be a natural. One day she saw an ad in the Daily Telegraph
and decided to apply.
John and Joy found they worked well together and Joy quickly became
an integral part of the entire planning and production process. The first
film they made together as a team was Music Man (1938), the first
completed Technicolor made in England.
The Halas And Batchelor Studio was formed in May 1940 as an
independent part of the J. Walter Thompson Advertising Agency. The
agency wanted to do all it could do to hold together a pool of creative
and talented people to produce propaganda material for the war effort
and to ensure there would be enough suitably experienced people to
rebuild the peacetime creative industries (particularly motion pictures)
after the war ended.
This is more or less exactly what happened. During the war Halas And
Batchelor produced more than 70 short animated films ranging from
training films to public service announcements to pure propaganda. The
immediate post-war period saw them creating films for the government
that urged people to adopt a series of not especially popular government policies.
As time progressed and the worst of the post-war restrictions began to
recede, the Halas And Batchelor Studio found itself in an increasingly
strong position. They were well and truly established and were now
attracting substantial commercial commissions, the most significant of
these being from the Public Relations office at BP.
This allowed a degree of artistic freedom most animators of the time
could only dream of. And the studio grabbed it with all hands. Their
profile in the United States also began to increase. They received
commissions from the Ford Workshop of New York, NBC and even a
contract to produce five short Popeye The Sailor cartoons. In turn, this
profile in America lead to them receiving funding to create what would
become perhaps their most famous work of all.
In 1945 George Orwell published Animal Farm, a cautionary tale about
the ability of absolute power to corrupt absolutely. The relatively new
cinematic art of animation seemed the perfect medium to translate this
story into a movie and American money flowed to Halas and Batchelor
to do it. Released in 1954, it was the first serious attempt to create a
feature-length animation in Europe. It required Halas and Batchelor to
become the largest animation studio in western Europe with a staff in
excess of 100.
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Although only 75 minutes long, it took more than 300,000 hours (virtually
a single life time), 250,000 drawings, 1,800 backgrounds and two tons
of paint to complete.
If Animal Farm stands as Halas and Batchelor’s most famous and
recognisable work, their short films collectively stand as a towering
statement to their matchless artistic talents as creators of animated
film. These works show creative artistry that was ahead of its time and
became one of the genuine wellsprings of an animation style that would
inspire generations of artists to come as well as engage, entertain and
enthral audiences who saw them screen. The passage of time can all
too easily flat-pack the layers of history into a more condensed single
strata. We can see in Halas and Batchelor’s work a style that would
become one of the industry norms but they were perfecting and
presenting these films before those norms emerged.
Add to that the fairly revolutionary way in which they allowed independent
artists to work within their studio to create their own films. The 1960s
Snip And Snap series was made by a Danish toy-maker named Thok
who John discovered in Copenhagen and, on an impulse, immediately
invited to the studio to perfect the little paper-cut models he was trying
to animate.
Similarly, when a young RCA student by the name of Roger Mainwood
showed John a few seconds of animated puffins made using a
computer he was invited to come to Halas and Batchelor to create a
12-minute music video for a piece of music called Autobahn by
influential German electronica band Kraftwerk. Computer animation in
the mid-70s could most politely be described as an emerging artform.
But Autobahn when it was released in 1979 was a triumph of the
emerging form.
Joy Batchelor passed away first in 1991. John, more or less lost without
her and suffering increasingly poor health, followed in 1995. Their
daughter, Vivien, who had spent much of her life in a form of happy,
self-imposed exile in Paris, has become a kind of archivist-in-chief of her
parent’s films and art. At first, reluctantly drawn along by the perpetual
chord of filial duty, I sense, she is now driven with increasing pride and
satisfaction in the legacy that is part of her own DNA. It would be hard
to feel any other way because everywhere these films show, audiences
simply adore them. In this, the 100th anniversary of John Halas’ birth,
the good news is that the legacy seems well down the path towards
permanent preservation. And it’s all being done from a tiny library office
in a lovely town south of London called Lewes. Absolutely loved my
day there.
I came for the animation, I shall return for the flaming tar pots.

HALAS &
BATCHELOR
Music Man
DIRECTOR: John Halas
UK, 5’00, 1938
Where it all began – the very first
Halas and Batchelor film and a
window in to the rich, saturated
colours and whimsical visual tricks
that would make Halas and
Batchelor stand out from the field.

The Symphony Orchestra
(Tales from Hoffnung)
DIRECTOR: Harold Whitaker
UK, 7'00, 1964
High society has turned out, the
maestro has been brought to his
special entrance. All is ready – so
long as the instruments behave
themselves.

Automania 2000

Autobahn

DIRECTOR: John Halas
UK, 10'00, 1963
In a world gone car-mad, some
humans have happily evolved to
become permanent car dwellers –
some of them several layers deep.

DIRECTOR: Roger Mainwood
UK, 13'00, 1979
Magnificent, and alone worth the
price of admission. An absolutely
remarkable singular vision and a
perfect match for the Kraftwerk hit
of that year.

Magic Canvas
DIRECTOR: John Halas
UK, 10'00, 1948
A textbook example of what
animation can achieve in the right
hands. An epic ballet of grace
and fluidity.

History Of The Cinema
DIRECTOR: John Halas
UK, 10'00, 1957
A tongue-firmly-in-cheek look at
the beginning of cinema and a
knowing guess about what the
future may hold for the movies.

The Cultured Ape
(Habatales)

Top Dogs (Snip and Snap)

DIRECTORS: John Halas, Harold
Whitaker, Tony Guy
UK, 6'00, 1960
No room in the big city for an ape –
not even one with a remarkable
talent for the classical flute.

DIRECTORS: John Halas, Thok
UK, 6'00, 1960
Two dogs go through their everso-muddled, finicky pre-show
paces in this rare excursion into
stop-motion.

The Owl And The
Pussycat

Butterfly Ball

DIRECTORS: John Halas,
Brian Borthwick
UK, 7'00, 1952
An elegantly adult rendition of the
classic nursery rhyme about the
owl and the pussycat, who went to
sea in a beautiful pea green boat.

DIRECTOR: Lee Mishkin
UK, 4’00, 1974
Could there be a happier band?
The animal and insect band gets
a full colour makeover and some
strange new friends.

Music Man

The Cultured Ape (Habatales)

Autobahn

Top Dogs (Snip and Snap)

Automania 2000

The Symphony Orchestra

History Of The Cinema

Butterfly Ball

74

SPECIAL PROGRAM NEW JAPANESE ANIMATION

A Window on NEWJAPANESE

ANIMATION
There are several different strands of reality that come in from
different directions and intertwine to conspire against MIAF
doing a better job of presenting Japanese animation than it
does.

To start with, the most important animation festival in Japan, held biennially
in Hiroshima, is on at a time that I have other commitments and usually
can’t attend. Japanese distributions systems too have a number of
unique elements to them and can be unpredictable rivers to navigate
down. Perhaps it has a cultural component because the independent
Japanese animating community aren’t big self promoters. On top of all
this, the relatively high incidence of Japanese websites that don’t have
English translations, the relatively low number of Japanese films that
screen in other festivals I get to attend, and the dominance of anime
films in Japanese screen culture all contribute to forming a certain level
of haze on the horizon whenever I look towards Japan.
It’s a harder problem to fix than it sounds. Ottawa Animation Festival
director, Chris Robinson, has written an outstanding book, Japanese
Animation: Time Out Of Mind, on the subject but even that tome takes
an often indirect, abstract-ish route into the colourful heart of the territory.
I’ve had some fantastic assistance from the likes of Michael Fukushima,
a producer at the National Film Board of Canada. And a near-future plan
to create an informal partnership with Sam Chen (who owes me alot of
beer) at the San Diego Asian Film Festival is part of a suite of ideas to
address it.
But so is this.
It pays to read the credits. I’ve never understood people who get up
and leave a cinema the moment the credits start rolling. Credits as often
as not contain alot of really useful information that will answer many of
the questions you’ll have about the film (and if people don’t have any
questions about a film they’ve just spent a couple of hours watching,
maybe they’re watching the wrong films). At some point, sitting in some
dark theatre somewhere, it dawned on me that just about every good
Japanese animated film that I’d seen recently had a ‘Tokyo University
Of The Arts’ tag on it. It started as a trickle and over the course of two
or three years became just about ubiquitous. Made me wonder. The
answer, of course, is in the credits. Producer, Koji Yamamura. Script
Supervision, Koji Yamamura. Thanks to Koji Yamamura.
Koji Yamamura is one of Japan’s most acclaimed contemporary
independent animators. His latest film, Muybridge’s Strings is screening
in MIAF’s International Competition. His 2002 film, Mt Head, is on
MIAF’s Top 10 list and Franz Kafka’s A Country Doctor is on the Top
10 list of many others. He has more or less singlehandedly created and
refined a unique thread of quintessentially Japanese animation. Other
than Kihachiro Kawamoto and Osamu Tezuka, probably nobody has
achieved more within the realm of Japanese auteur short film animation
than Yamamura.

When he joined the faculty of the Tokyo University of the Arts, his impact
was virtually immediate. And his first students are nowadays graduating
bringing forth well-crafted, original films that often have an altered
perspective at their narrative centre. Through this course, Yamamura
doubles his legacy to the Japanese animation scene. And his experiences
as one of Japan’s auteur animators with a large international profile
might help bring more of these films, and their makers, to a larger
international audience.
Another thing I started noticing was the emergence of The CALF
Collective. At first, it was sneaky flyers that would turn up in little corners
of festival clubs, then screenings started coming together and then
faces started getting put to names.
The ‘collective’ part of the title applies solely to the promotion and
distribution of their films. The filmmakers themselves have tangentially
different styles and approaches to filmmaking.
Kei Ohyama’s films come at you like dreams, hovering under-lit in the
near-mid-distance, just in physical focus and just out of metaphorical
reach. The imagery is shaded and textured by a thin vapour shield, the
story reaches out a hand to you as you approach it (or it approaches
you) but the vapour is harder to penetrate than you imagine and the
story, as if a flighty creature, runs off whenever you get too close.
Mirai Mizue, on the other hand, painstakingly constructs films that can
be best described as unbridled riots of colour. Completely abstract, his
works look for all the world like an immensely magnified window looking
down onto a scene of psychedelic germ warfare. They are a triumphant
blaze of colour, choreography and multiplication. Essentially handmade,
they must require a vast amount of work for somebody who mostly
works alone. It’s almost inconceivable (to me at least) that somebody
could plot this level of visual manoeuvring and then bring it to the
screen. It’s hard to know where such a specific technique will lead
Mizue but it’s a pretty wild ride while it’s lasting.
Atsushi Wada has a beautiful drawing style and deftly utilises a
wonderfully subdued and understated colour palette. Narratively though,
his films are raucous, unruly little dances that merrily trample our ability
to do the mental gymnastics to keep up. This, presumably, is absurdism
with a Japanese twist – incisive, clever, thought-provoking and a kind of
cranial-floss for those brave enough and interested enough to hold both
ends of the string and pull it back and forth.
Robinson sums it up beautifully in his book, “For a world that seems so
absurd, I wonder why it looks like the world around me”.
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NEWJAPANESE #1

NEWJAPANESE #2

Al Dente Tango

The Tender March /
Yasashii March

The Mechanism Of
Spring

DIRECTOR: Wataru Uekusa
JAPAN, 4'48, 2011
A visual roller-coaster ride right out
of a Japanese, pop culture-infused
graphic novel – but with lots more
screens.

DIRECTOR: Atsushi Wada
JAPAN, 4'20, 2011
Upside down turtles, rotating frog
wheels and a deer sniffing a t-shirt.
Spring is in the air.

DIRECTOR: Kei Ohyama
JAPAN, 15’50, 2008
Some moments take a lot more
cleaning up after than others. Just
as some moments are harder to
explain than others.

Consultation Room

Steps

DIRECTOR: Sonomi Takada
JAPAN, 2'53, 2011
A pastiche of ‘floranetic’ hyperactivity that traces the path of
one big weed on the move.

DIRECTOR: Kei Ohyama
JAPAN, 8’45, 2005
A lonely moment in a consultation
room – the indications are not
good. But the news isn’t made any
better by turning it all into a
macabre stage play.

DIRECTOR: Tochka
JAPAN, 2'00, 2010
An ingeniously simple idea brilliantly
executed. The most fun you can have
in a room with a few flashlights and
some fake steps!

Jam Fish

Playground

DIRECTOR: Senri Iida
JAPAN, 3'34, 2011
A bold and colourful visual essay
on what fish can teach us about
dealing with the peak-hour traffic.

DIRECTOR: Mirai Mizue
JAPAN, 3'50, 2011
A graceful collection of intricately
created abstract creatures comes
out to play.

DIRECTOR: Mirai Mizue
JAPAN, 4’14, 2011
An elegant, almost art-deco-ish
piece of rolling geometrical
imagery from the master of the
form.

Fully Cooked For You /
Onishime Otabe

The Thaw

In A Pig’s Eye

DIRECTOR: Kei Ohyama
JAPAN, 6’50, 2004
The slow journey towards thawing
is part natural phenomenon, part
frightening inner battle.

DIRECTOR: Atsushi Wada
JAPAN, 10’10, 2010
A delicate, surreal connection linking a giant pig and a house sheltering all of mankind.

University of Tokyo
DIRECTOR: Maho Yoshida
JAPAN, 4'08, 2011
Welcome. Do you have a booking?
Yes? Good. Here is your table.
Welcome to Restaurant Of The
Macabre.

Fleeting Dream /
Tamayura No Yume
DIRECTOR: Mayuko Yamakita
JAPAN, 4'01, 2011
A poignant departure from the
charcoal splendor of the real world
to a more colourful, but less
predictable, world beneath the
surface.

Spots Spots
DIRECTOR: Yuanyuan Hu
JAPAN, 4'15, 2011
Spots may be in the eye of the
beholder but that beholder needs
a pretty vivid imagination to see
them all.

From The Dolphin /
Iruka Kara
DIRECTOR: Tatsuhiro Ariyoshi
JAPAN, 2'09, 2011
A dolphin’s-eye view of a
hypnotic journey to a surprisingly
unexpected end vision.

The Life Of The Weed /
Kusa No Isshou

Hand Soap

Modern No.2

DIRECTOR: Yuka Imabayashi
JAPAN, 3'44, 2011
Behind every peeled owl is …
another peeled owl. Underneath
every puffed mushroom is a stem
waiting to escape.

Bonnie

Island Of Man / Hito No
Shima

DIRECTOR: Masanori Okamoto
JAPAN, 2'27, 2011
Life can be a frenetic journey for a
fragile little cut-out trying to make
its way through the crazy rigours
of the urban jungle.

DIRECTOR: Alimo
JAPAN, 6'32, 2011
A quiet carpet of Zen imagery and
narrative. On an island that could be
anywhere, a pair of boots lay cast
away.

Specimens Of Obsessions Rootless Heart /
/ Hyouhon No Tou
Samayou Shinzou
DIRECTOR: Atsushi Makino
JAPAN, 12'08, 2011
The centipede of punishment, an
ephemera of obsessions, the leech
of closure, a snail of escape, and of
course the cockroach of usual life.

CALF Collective

DIRECTOR: Toshiko Hata
JAPAN, 9'52, 2011
Uncertainty equals danger.
And uncertain danger requires
a response. But an uncertain
response comes with uncertain
consequences.

Beluga
DIRECTOR: Shin Hashimoto
JAPAN, 6’10, 2011
A magnificently macabre,
deliciously dark vision of the inner
demons that race around the mind
of a little match-seller condemned
to the cold and dark.

And And
DIRECTOR: Mirai Mizue
JAPAN, 6’50, 2011
A joyously intense barn-dance of
vivid colour.

The Mechanism Of Spring

Ygg’s Bird / Ygg No Tori
DIRECTOR: Mariko Saito
JAPAN, 5'27, 2011
From fire, smoke and scorched
earth, a bird arrives to find that life
has changed forever.

Spots Spots

Uncapturable Ideas /
Idea Ga Tsukamaranai
DIRECTOR: Masaki Okuda
JAPAN, 10'52, 2011
Somebody has gone fishing for
ideas and they've thrown the net
real wide. Step forward and help
pull this rich bounty into the boat.

Jam Fish

Consultation Room

The Thaw

Beluga

Hand Soap
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BELGIUM
Focus
Although the history of animating in Belgium dates all the
way back to the mid-1920s when a Brussels company called
Houssiaus produced a series of animated commercials, the
serious production of creative animated short films didn’t
really get under way until the 1970s.
In the meantime, a series of faltering attempts had come and gone with
varying degrees of success. In the mid-1930s, brothers Norbert and
Roger Vanpeperstraete created some puppet films which seem to have
fallen foul of the censors of the time. Following that, somehow, against
what must have been improbable odds, Paul Nagant was able to
establish a studio in 1940 occupied Brussels where he was able to
produce a small number of shorts before it was destroyed by fire.
In Antwerp, also during the war, a loose collaboration between Wilfried
Bouchery, Marc Colbrandt and Henri Winkeler was producing short
films and even had a couple of feature films under production until their
studio was also lost to fire in 1945.
The first animated feature film produced in Belgium was released in
1948 and was titled The Crab With Golden Claws (la crabe aux
pinces d’or). Directed by Claude Missone, it was based on the iconic
comic strip character created by Herge, Tin Tin.
Comic strips and comic-strip art play a very significant part in Belgian
culture in general. It is one of Belgium’s more defining forms of creative
expression. In fact, animating Tin Tin was, in 1955, the entire reason for
the creation of a production company called Belvision. From 1960,
Belvision created more than 100 five-minute episodes of Tin Tin. They
then turned their attention to another famous Belgian comic strip Asterix,
bringing him to the big screen in two feature films in the late 1960s.
Belgium’s fascination with comic strip characters, and the willingness
of animators to adopt and adapt them as the leads in their films,
continued with a comic-book publishing company establishing its own
animation company (TVA Dupuis) specifically to bring its most famous
comic-strip characters, The Schtroumpfs, to life on TV screens. Most of
us know these characters by their English-language name, The Smurfs.
The early 1970s saw the advent of a reasonably serious flow of institutional funding for creative short animation and this was the beginning
of the Belgian scene we know and recognise now. Filmmakers such as
Louis Van Maelder, Yvain Lemaire (one of the more inventive direct-tofilm animators of his age), Raymond Antoine, Jean Coignon and especially
Gerald Frydman were among the key figures in a transitional generation
of animators who would bring in a more stable era of consistent
animation education and production.
It is also impossible to overstate the importance that the two main
animation courses have played (and continue to play) in the role of
building and maintaining a vibrant, evolving creative animation culture
in Belgium. Gaston Roch was a founding teacher at the Ecole Nationale
Superieure des Arts Visuels de la Cambre (‘La Cambre’) and a new
school, the first of its kind in Europe, known as Koninklijke Academie
voor Schone Kunsten (the Royal Academy of Fine Arts), aka KASK
was founded in Ghent by Raoul Servais.

It is not possible to offer even a compressed history of Belgian animation
without mention of Raoul Servais. Born in Ostende in 1928, Servais
has gone on to a career that sees him as the undisputed master of the
Belgian animation scene. His films stand as some of the most screened
and revered of any animator and he has won countless prizes, awards
and accolades. He has been a passionate advocate of Belgian
animation, devoting his life to encouraging it at every opportunity,
leading by example with a body of work that is as challenging and
diverse as any.
Goldframe (1969) is a film from right in the middle of a period when
Servais was skewering what he saw as a slate of social issues involving
the arrogant misuse of power, the manipulation of information and the
narrowness of media and film industry thinking. His films often seemed
to suggest that seeds for the downfall of these flawed structures were
embedded within them and that exposing them helped disempower them.
To Speak Or Not To Speak (1970) drives this point even harder and
goes a step further in attempting to conscript the everyday person on
the street into the argument as both part of the problem and, potentially,
part of the solution if they wished.
Both of these films also act as fine examples of Servais’ hand-drawn
style. Solid, wavy lines constructing fairly simple characters, pulling
influences from a range of sources including the comic-strip art of the
time and avant-garde cartoons.
Servais worked with a number of techniques. His hand-drawn films look
as good today as they ever did. Pegasus (1973) was made using the
cut-out technique and perhaps his finest (certainly his most famous)
film Harpya (1979) is something of a mixed-media piece de resistance.
Despite taking a more abstract view of his favoured themes in this film,
Servais still delivers up a fairly damning view of how far short of their
potential for greatness and co-operation humans can fall. It utilises
what must have been an extremely labour-intensive process of mixing
live action with puppet and stop-motion animation to create a subtly
confronting film in terms that probably match the maturation of the filmmaker behind it. Disappearing is the sledgehammer approach to delivering
the message; appearing in its place is the velvet-lined iron glove.
Belgium is fortunate to have one of the best, most comprehensive and
most welcoming animation festivals in the world, Anima, which rolls out
each February in Brussels. These programs owe much to the outstanding
team who put that festival together, in particular Doris Clevens and
Phillipe Moins. They turned over their office and archive to me, pointed
me in interesting and always rewarding directions (including some
beyond-valuable insights into the importance of Belgian comic-strip
art), loaded me up with a veritable mountain of information, made
suggestions (all worthy) and even covered lunch. Belgian animation is a
vastly bigger subject than even I imagined and these programs barely
act as a small window into a very big house. I am sure future MIAFs will
have more to say and show on this subject.
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FOCUS on

BELGIUM #1

FOCUS on

BELGIUM #2

Un Voyage Imprevu

Fugue

Smidje Smee

Looking For The Sun

DIRECTOR: Albert Fromenteau
BELGIUM, 8'15, 1944
A fascinating early classic to get
the ball rolling. A fiesta of farmyard
animals that would give Walt
Disney some inspiration.

DIRECTOR: Vincent Bierrewaerts
BELGIUM, 11’00, 2011
The latest film from one of Belgium’s
most acclaimed contemporary
animators making the perhaps
obvious point that every ocean
starts with a single drop of water.

DIRECTORS: Marc Colbrandt,
Bob De Moor, Ray Goossens,
and Henri Winkeler
BELGIUM, 12'25, 1942
An important piece of Belgium’s
animation history, Smidje Smee is
an early film from the legendary
Belgian animator, comic book artist
and director of the very first Asterix
animated feature, Ray Goossens.

DIRECTORS: Daphne Van Gerwen,
Frederic Plumey
BELGIUM, 4’40, 2010
When you live in a pit, every glimmer
of sunlight is the most precious form
of gold there is.

Goldframe
DIRECTOR: Raoul Servais
BELGIUM, 4'08, 1969
A crazed, film mogul battles his
own shadows in a quest to achieve
an impossible goal before he
surrenders his sanity.

To Speak Or Not To
Speak
DIRECTOR: Raoul Servais
BELGIUM, 10'15, 1970
Always ahead of his time, Servais
delivers a blistering critique on the
inanity of the commercial TV
sphere and the dangers of putting
a microphone in front of fools.

Alright / Heureux
DIRECTOR: Thierry Van Hasselt
BELGIUM, 7'15, 2008
A wondrous ride deep inside the
velvet tsunami of paint-on-glass
animation.

Awel
DIRECTOR: Tim Trenson
BELGIUM, 5'45, 1989
Which direction is Awel? Is it
down this well, behind that clown
or does the little girl have the
answer?

Dance
DIRECTOR: Hilere
BELGIUM, 7'33, 2011
A graphic choreography evoking
the rise and fall of two different
laws.

H-15
DIRECTORS: Pierre Debehogne
BELGIUM, 4'15, 2010
The city can be a nightly collection
of contradictions, celebrations and
surprises. A wandering search in
graphic novel, black and white style.

Jump
DIRECTOR: Julien Regnard
BELGIUM, 2'25, 2011
A desperate chase comes down to
whether or not the quarry has the
courage to make a giant leap.

Compartments Or “I Am
Not A Monster” / Cases
Ou “Je Ne Suis Pas Un
Monstre”
DIRECTOR: Hannah Letaif
BELGIUM, 3'40, 2011
Every apartment block has lots of
rooms; every room has a person or
two; and every person has a lot of
orifices and appendages.

Walter The Whisperer /
Youssuf le Soufleur
DIRECTORS: Lia Bertels
BELGIUM, 5’20, 2011
When the child was born his parents
could not remember the name they
had chosen for him.

Antipoden
DIRECTOR: Frodo Kuipers
BELGIUM, 8’45, 2001
A very happy man, a flag pole, a
letterbox and a crazy bird battle for
perspective against those on the
flipside of their little world.

Harpya
DIRECTOR: Raoul Servais
BELGIUM, 8’30, 1979
The film that heralded a startling
change of style for Belgian's Godfather of animation and which is
his most awarded and studied film.

Daddy Don’t Forget
Your Glasses
DIRECTOR: Bruno Wouters
BELGIUM, 7'37, 2012
A stylish pastiche of memories
trailing across the landscape of a
normal life.

Moodswing
DIRECTORS: Pieter Coudyzer
BELGIUM, 11'45, 2003
A rainy night, a broken-down car,
a darkened house and the crazed
visions of two unwanted guests.

Wednesday
DIRECTOR: Hero (Olivier Dressen)
BELGIUM, 1'35, 2011
An abnormal number of things
happen on Wednesdays. The first
time a man put a foot on the moon,
the first head that rolled in the
French Revolution, the day
Facebook was invented.

Mice On Venus

Hair: Strange Things
About Hair / Les Poils :
Histoires Et Bizarreries
Du Système Pileux

DIRECTOR: Nuno Alameda
Romeiras
BELGIUM, 7'00, 2011
Alice hits the needle and comes
across a really big bunny ... with a
special surprise inside.

DIRECTOR: Jeanne Boukraa
BELGIUM, 4'30, 2011
A strange compendium of reasons
to have hair and what to do with it
when you wind up with too much
of the stuff.

Artificial Paradise

Train Train Medina

DIRECTOR: Jean-Paul Frenay
BELGIUM, 3’15, 2009
A pulsating, re-imagined, reengineered vision of the creation of
some of the organic organisms that
seep into a harsh, metallic future
space.

DIRECTOR: Ndoye Dout’s
BELGIUM, 7'00, 2001
The simplest ideas are always the
most captivating. The creation of an
entire village using the simplest of
found materials and backgrounds.

Administrators
DIRECTOR: Roman Klochkov
BELGIUM, 6’45, 2006
One man's simple, desperate
quest to get some help to put out
his burning house brings him face
to face with uncaring bureaucracy.

Goldframe

Jump

Smidje Smee

Moodswing

Fugue

Walter The Whisperer

Mice On Venus

Hair: Strange Things About Hair
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Hand-drawn Histories THE FILMS OF

LEEWHITMORE
I grew up on animated shorts like Tweety and Sylvester and Tom and Jerry. They were
a regular diet in our local movie theatres screening before the features. I was unaware
of contemporary Australian animation and what I do remember seeing was based on old
bush yarns treated in a comic cartoon style.
My ideas about the world of animation changed dramatically in 1976 when, by complete
chance, I went to the Ottawa Animation Festival in Canada. There I saw The Street, a
wonderful handcrafted animation by Caroline Leaf, based on a book by Mordecai Richler.
It tells the story of a death in a Canadian Jewish family, told from a child’s point of view.
This film opened my eyes in two ways. I learnt animation could be about not only fantasy
but real stories and it could also be made using imagery that wasn’t cartoon in style.
Seeing The Street gave me not only the idea but also the permission to make films about
my own stories using a handmade aesthetic.
My films are all recollections; mostly of family and childhood experiences. These memories
are both intangible and elusive by nature. I find drawing and painting, both very personal
media, marry well with this kind of storytelling.
My first film Ned Wethered set me on a path I have, in important ways, continued to follow
ever since. I choose to animate them not only because I am an artist but also because I
feel that if I did use live action, in my hands, they would be ‘ordinary’ films. Animation is a
kind of poetry. It avoids a literal rendering of reality and allows for complete freedom in
what goes in an image and what is left out. In my mind I can see the film before it is
made. The process of drawing these images comes much closer to realising my mental
pictures than I could ever hope to achieve using live action.
Lee Whitmore
Sydney, September 2011

Ned Wethered
Traditional process: 11 minutes, pencil and pastel on animation paper
My initial aim with Ned Wethered was not ambitious and I intended to animate only small gestures
I remembered Ned, a family friend, making – such as him doffing his hat. I felt the use of a voiceover and good illustrations with tiny bits of animation would be enough to sustain a short film.
However, I found I loved working with movement and that animating was an empowering process.
So the film became, in the end, a fully animated work. Through making Ned Wethered I learned
how to animate.
I began to draw pictures of Ned as I remembered him, sketches of Ned with my family on visits.
I found myself drawing imaginary sequences based on my knowledge that Ned had originally
come from the goldfields at Kalgoorlie. By allowing myself to ‘play’ and ‘dream’ I had the
beginnings of scenes that became the whole middle sequence of the film. In these we see Ned,
a young man in the desert taking photos of a pretty young girl, followed by Ned waving goodbye
to her as he leaves on a train presumably heading to find his fortune in the city.
I asked a friend to play melodies Ned had written for piano – only three short tunes in all that my
Mum had kept in a bottom drawer. I hadn’t heard them since I was very young. What were once
just pretty tunes now seemed strangely haunting and melancholy.
I decided to put it all together, the words, the drawings and Ned’s music.
To begin animating, I took a very simple animation path. Working over a light box I rendered my
drawings in pencil on paper, animating and redrawing each image completely every three frames.
This process creates a flickering rhythm giving the film a kind of air or atmosphere that the
characters move around in. For every second of running time I made eight new drawings.
What I discovered to my great surprise and pleasure was the more I drew and animated the more
I could remember Ned and my childhood as a whole. It was as if the very act of putting pencil to
paper reactivated memories seemingly lost.
Not being a trained animator meant I had to find my own way of doing things. I found myself
drawing movements that are usually made by using the camera itself – such as zooms, pans, tilts
and dissolves. This was a more time-consuming approach but it gave the movements a distinctive
quality.
With the help of an editor, I edited the whole film at the line drawing stage and added the voice
over and music. This meant before it was finished, I was able to see the whole film and then make
adjustments to help the dramatic demands of my story. I found this very beneficial. I then rendered and coloured the sequences.
Ned Wethered comprises about 5,500 individual drawings. I worked very closely to the
storyboard and very little of the finished animation thankfully hit the cutting room floor. It took
four years to complete.
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On a Full Moon
Traditional process: 17 minutes, pencil and pastel on animation paper
On a Full Moon could be described as a poem to my mother who died
not long before my first child, Alice, was born. I wanted it to be as
beautiful and contemplative as I could possibly make it. But I also knew
it had to be absolutely honest about what it’s like to be a mum.
The scenes of the mothers’ lunch with three very young children are full
of the explosive restlessness of children’s energy. Conversations are
begun but never finished. To capture all this I depicted the scenes in
very loose scribbly pencil lines. The frames are full of movement and the
frame itself is continually moving. This movement is created in the drawings themselves not using the camera to mechanically create pans, tilts
etc. The soundtrack at the lunch is noisy, full of laughter, tears, spills and
crashes. Colour is strong but used sparingly to highlight a moment or an
action.
In contrast to the frenzied lunch the river sequences are still and full
of saturated, rich colours. I used soft pastels to create an emotional
intensity to the images and to express the play of light upon the river as
time inexorably passes. The soundtrack differs there too. Now it is about
silence and serenity. The music is from a piece of old sheet music my
mother sometimes played called Beloved Melody.
The full significance or meaning of my story only really became clear to
me through a long process of making many, many preliminary drawings.
I pinned these to the wall of my studio and would look at them every
day. It was quite a while before I began writing the script.
As with Ned Wethered I drew a new image every three frames (known
as ‘working on threes’) because it meant fewer drawings than the
traditional method of a new image every two frames and because I had
become used to the rhythm of threes.
Animating lip synch dialogue was completely new to me, so I took the
approach that I take to a lot of problems. I treated it in a sketchy
‘impressionistic’ way. Usually dialogue is done on twos if not singles;
however I stuck to working on threes. This did present a few problems
but we overcame most of them in the cutting room. By staying on threes
the overall feel of the imagery remained nice and loose.
More and more I found that I wanted to be as free as possible and
increasingly avoided all thoughts of ‘cleaning up’ the drawings. I became
irritated by the lack of freedom the process used on Ned Wethered and
On a Full Moon was allowing.

Ada
Straight-ahead process: 7 minutes, charcoal and pastel
on heavy paper
In making Ada I was attracted to the idea of creating an animation about
stillness and silence: two qualities we normally don’t think of when it
comes to animation. My grandmother Ada could no longer move with
ease and rarely spoke.
I wanted to take a different approach technically on Ada. My previous
films were made by drawing on animation paper over a light box. I felt
I needed a change. I thought that Ada should be visualised on a dark
ground, not white as it is when using standard animation paper. I saw
the dining room we lived in then as being a large dark room with heavy
dark furniture relieved only by light coming through a window at one
end. The traditional approach wouldn’t give me the ‘look’ I was after.
I was inspired by the work of South African artist and animator William
Kentridge. He made his films by a straight-ahead process of drawing,
rubbing out and redrawing on very large sheets of paper pinned to a
wall. His charcoal drawings are full of graphic vitality and really black
marks on paper. I could never achieve a look like this working as I had
done before.
The freedom I saw in Kentridge’s approach to drawing for animation
was also something I knew I wanted to make my own. In On a Full Moon
I was already moving away from a ‘clean’ approach to drawing and
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rendering even if it meant the rendering jumped around a lot on the
screen or the lines looked messy – it no longer concerned me. I wanted
a new freedom in drawing animation. I was keen to give this straightahead animation technique a go.
I couldn’t find an available 35 mm camera so I looked for a rostrum
animation camera that I could monopolise for six months. The one I
found turned out to be the very one used to shoot the special effects for
The Wizard of Oz in 1939. It was no longer being used as the animation
industry had gone digital. So my going against the prevailing tide
allowed me the privilege of using it. What a lucky break!
I began by working up the key drawings for each scene guided by my
storyboard. I covered the paper all over with black charcoal. I then drew
into the black with the edge of an eraser: light coming through the
window creating a strong chiaroscuro effect in the room. I added colour
using soft pastels. When the image was complete it included the dining
room and the first position of my characters, ready to be animated – the
first frame of each scene.
Working directly under the camera was both physically taxing as it
involved lengthy periods of standing and, I discovered, required a kind
of concentration I had not had to muster before. Once I started drawing
an action I simply had to keep going until the movement was complete.
If I stopped I would have no way of knowing where I was up to. Things
were particularly challenging if there was more than one thing being
animated in a frame at one time. Keeping a mental picture of this was
hard. Sometimes I did lose my place, so to speak, but I just had to keep
going. Mostly it worked out.
Ada took six months to animate and a few more for post-production.
I had found an animation method that meant I could use a hand-drawn
approach, reduce my production time dramatically and allow me to
easily create full-colour images. Perhaps the most interesting thing
about this technique though is that it allowed for – even demanded –
spontaneity; not something animation using traditional 2D methods
allows for at all. I loved this. Standing before the rostrum camera
creating this film I felt I was acting. As I drew, ideas for movements and
gestures would come into my head, and I was able to respond by
immediately drawing them. I felt I had become, in a sense, more like a
performance artist.

The Safe House
Straight-ahead process: 26 minutes, paint on glass
I had struggled with wanting to tell this story for a long time but was at
a loss as to how to do it given the complexity of the Petrov affair of the
Cold War 1950s and the fact that younger audiences now have little to
no knowledge of the story.
I wanted to tell the story of The Safe House as I had experienced it,
through my eyes. But since I was only seven at the time of the story, this
meant that I had to be a very clever alert child, savvy to larger issues,
which I most definitely was not. So my approach was to keep the street,
my small friends, and my family as the foreground and the Petrov story
as the background. I came to see the story as being more about my safe
childhood, our safe little street, and what I assumed was our big safe
country, than the political dimensions of the Petrov affair itself.
I began this project by making hundreds of drawings of the inside of our
house on tracing paper and pinning them to the wall of my studio. Ours
was a new house in the street. The old stone house next door to us,
which became a temporary ‘safe house’ for the Petrovs, had quite a
history. I researched it in the local library and made many onsite
sketches. I explored the street in every detail. I took photos and made a
large scale working model of the whole area, including the whole street,
the bay on one side, and the railway line on the other.
For the first time, in making a film, I did engage in some serious
research. I felt the period of the story had to be evoked exactly and
accurately. As good as my memory is I couldn’t rely completely on it this
time. So I researched everything from period telephones and firemen’s
helmets to what ASIO and police cars were like. I found footage of the
famous airport scene at Mascot through the ABC archives. I thought I
would be able to access the original radio news broadcasts made at the
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time but was dismayed to learn the ABC had not kept them. This meant a
long process of going to the state library and wading through the microfilm
to be able to piece together a plausible script for the radio news broadcasts.
In deciding how to animate The Safe House I knew I wanted to use the
‘straight-ahead’ approach I had used on Ada. Only if I used this technique
could I make a 26 minute film in a reasonable timeframe and keep a handdrawn approach to the image making.
Alas the 35 mm rostrum camera I used on Ada was no longer available. I
considered securing another one. Studios were giving them away – so fast
was the shift to digital systems occurring. The problem was my home
studio was too small to house one of those huge machines. So I took the
plunge, and with a lot of advice from IT friends, I had a neat efficient digital
camera, copy stand, and computer system installed. Technically the new
system proved to be very user friendly – after a time.
What medium would I use? Should it be charcoal and pastels?
I experimented for a while and decided to try painting on glass. I had seen
the films Caroline Leaf made at the National Film Board of Canada using
paint on glass and thought they were brilliant. Oil paints offered me a
fantastic range of colours and this seemed appropriate to depicting a
childhood story set in 1950s Australia.
The big advantage with using a computer, as against film, is its ability to
store images, allowing you to review your work as you are creating it.
I was no longer animating blind as I had on Ada using 35 mm film. I could
immediately see if the animation was working and I could run it backwards
and forwards checking for timing, movement and continuity. At first I
resisted this technical intrusion feeling it was interrupting my ‘flow’ but
after a while I learnt to go with it. This meant I was able to create a far
more complex animation and maintain a visual style of greater subtlety
and detail.
For each shot, I first placed a coloured paper under the glass to give me a
ground colour. The colour I chose would reflect the mood I wanted to
convey in a particular scene. Working from my storyboard and using black
chinagraph pencils I would begin by drawing in the image for a scene and
then paint it in. Once the whole image was coloured and rendered I began
animating under the camera. I drew in the moving figure or object, moving
it slightly, rubbing out the old position, painting in the new and painting in
the background revealed as the figure or object has moved on.
I went through many brushes, rags, and cotton buds doing this. Depending
on what had to be moved in a frame the process often took a long time.
On a good day I would do about forty image changes but on a slow day I
would only manage three of four. When it was slow I thought I was in real
trouble but I kept going and it seemed to get faster. I shot each image on
threes; every second I created eight images or new positions.
The process is repetitive but all the time you are thinking about the
characters, the drama, and the speed at which you want the figure or
object to travel. It becomes quite complicated if there are multiple things
moving at one time. In The Safe House I often had scenes with seven kids,
all of them moving at once – that was a headache!
The whole project took four years to complete, with the creation of the
12,500 images required taking about half the overall production time.

LEEWHITMORE
SHOWCASE
Ned Wethered
DIRECTOR: Lee Whitmore
AUSTRALIA, 11'00, 1984
Whitmore’s first film. A poignant and often
funny memoir of a family friend who
regularly brought mysterious things he had
been working on to the filmmaker’s home.

On A Full Moon
DIRECTOR: Lee Whitmore
AUSTRALIA, 17’00, 1997
In the space of a month, Laura experiences
first the death of her mother then the birth
of her first child. On A Full Moon is a
passionate, poetic and sometimes amusing
look at the way Laura deals with these ‘big
events’.

Ada
DIRECTOR: Lee Whitmore
AUSTRALIA, 7’00, 2002
A gorgeously crafted and understated study
of the passage of time, domestic ritual and
the interaction of generations.

The Safe House
DIRECTOR: Lee Whitmore
AUSTRALIA, 26’00, 2006
The Safe House is the filmmaker’s true story
of growing up during one of the most talked
about events in Australian history – the real
life spy drama known as the ‘Petrov Affair’.

Westall ’66, A Suburban
UFO Mystery (excerpts)
DIRECTOR: Rosie Jones
AUSTRALIA, 15’00, 2010
A collection of the animated sequences
Whitemore created for the documentary
that looked at Australia’s biggest ever mass
UFO sighting.
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(In)
Mikko Kallinen (37)
17000 Folds
Anh To (63)
20 Hz
Semiconductor:
Ruth Jarman,
Joe Gerhardt (30)
4 Givings
Colin V. Barton (32)

A
A Bit And Every Bit
Sharon Liu (26)
A Brief History Of
The Starlets And The
Croisette
Joris Clerte (19)
A Gentle Spirit
(Lagodna)
Piotr Dumala (70)
A Highly Committed
Movie (Ostry Film
Zaangazowany)
Julian Antonisz (70)
A Life Well-Seasoned
Daniel Rieley (25)
A Morning Stroll
Grant Orchard (28)
About Killing The Pig
(Dell' Ammazzare Il
Maiale)
Simone Massi (16)
Acorn Boy (Ziluks)
Dace Riduze (40)
Ada
Lee Whitmore (80)
Administrators
Roman Klochkov (77)
Advanced Cybernetics
Steven Day (52)
AE
Marcin Gizycki (30)
Afternoon
Izabela Plucinska (23)
Against The Grain
Jonathan Chong (63)
Al Dente Tango
Maho Yoshida (75)
Alimation
Alexandre Dubosc (40)
Alright (Heureux)
Thierry Van Hasselt
(16, 77)
An Adventure In Stripes
(Przygoda W Paski)
Alina Maliszewska (70)
And And
Mirai Mizue (75)

FILMSINDEX
Animated History Of
Poland
Tomek Baginski (71)
Animated Movie (Film
Animowany)
Aleksander Sroczynski
(70)
Antipoden
Frodo Kuipers (77)
Anything's Possible
Merethe Tingstad (55)
Ark
Grzegorz Jonkajtys (71)
Artificial Paradise
Jean-Paul Frenay (77)
Atman
Anna Skotarczyk (62)
Atom
Klayton Stainer (55)
Auntie Nettle
Svetlana Zueva (17)
Aussicht
Paul Stoll (27)
Autobahn
Roger Mainwood (73)
Automania 2000
John Halas (73)
Awel
Tim Trenson (77)

B
Babel
Henrick Dusollier (37)
Baby Boy
Daniel Steen (55)
Back Room, The
Michael Kren & Mirjam
Baker(25)
Backwater Gospel, The
Bo Mathorne (25)
Banquet (Bankiet)
Zofia Oraczewska (70)
Barn Owl
Anna Spencer (47)
Bear-Horse!
Steve Stark (38)

Big House (Suur Maja)
Kristjan Holm (16)
Blue
Aymeric Seydoux (53)

Coast Warning
Alexandra Shadrina (53)

Blue Whale
Sivan Kidron (26)

Compartments Or “I Am
Not A Monster” (Cases
Ou “Je Ne Suis Pas Un
Monstre”)
Hannah Letaif (39, 77)

Body Memory (Keha
Malu)
Ulo Pikkov (29)

Confession Of Father
John Thomas, The
Elka Kerkhofs (39)

Bon Voyage
Fabio Friedli (23)

Consultation Room
Kei Ohyama (75)

Bonnie
Masanori Okamoto (75)

Conte De Faits
Jumi Yoon (26)

Bottle
Kirsten Lepore (23)

Contretemps
Aurelien Bouillon (53)

Bout
Malcolm Sutherland (18)

Crowded
Luke Sault (17)

Box, The (Die Kiste)
Kyra Buschor (27)

Cthulhu
Lindy Lou (55)

Boy With Quite A Long
Pair Of Arms, The
Erik Butter (21)

Cultured Ape
(Habatales), The
John Halas, Harold
Whitaker & Tony Guy (73)

Bramula
Sarah Rotella (41)
Burrow
Federico Gutierrez (23)
Butterfly Ball, The
Lee Mishkin (73)

Cut /// Fixe
Audrey Coianiz (37)

D
Daddy Don’t Forget Your
Glasses
Bruno Wouters (25)

Butterfly Dream (Un
Reve Papillon)
Woonha Jang (29)

Dance
Hilere (77)

C

Dead But Not Buried
Phil Mulloy (64)

Cabaret Jazz
Etienne Surprenant
Legault (53)
Carbon
Dylan Ladds (32)
Cartographer, The
Jane Shadbolt (46)
Case, The
Martin Zivocky (17)
Cathedral, The
Tomek Baginski (71)

DEMAG: Desire Is
Magnetism
Sung-Hyun Joo, Yong-Jin
Kwon & Hee-Seung
Song (37)
Dino Rider
Peter Lopes (52)
Divine Intervention
Yen-Chi Tseng (53)
Djuma
Michele Bernardi (62)
Dog/Rabbit (Pas/Zec)
Nebojsa Slijepcevic (62)

Being Bradford Dillman
Emma Burch (63)

Changing Of The Guard,
The (Zmiana Warty)
Halina Bielinska &
Wlodzimierz Haupe (70)

Belly
Julia Pott (18)

Chaos
Yi-Lin Wu (52)

Douce Menace
Ludovic Habas, Mickael
Krebs, Florent Rousseau,
Yoan Sender & Margaux
Vaxelaire (53)

Beluga
Shin Hashimoto (75)

Chest Of Drawers
Sanni Lahtinen (52)

Dr Breakfast
Stephen Neary (39)

Beneath
Keith Crawford (55)

Cigar Right?
Luran Xiao (55)

Dukes Of Broxstonia Planet Of Babies
Suren Perera (39)

Between Two Mysteries
(Stodkie Rytmy)
Kazimierz Urbanski (70)

City Of Ruins
Damian Nenow (71)

Dukes Of Broxstonia Tomatoes
Suren Perera (49)

E
Eater, The
Wally Chung (22)
Egaro
Bruno Salamone (27)
Emphysema Terrain
Chao-Kai Wang (62)
En Parties
Hugo Bravo (20)
Escargot
Manuel Sumberac (53)
Eye Liner
Joanna Priestley (32)

F
Fallen Art
Tomek Baginski (71)
Fat
Yohann Auroux Bernard,
Sebastien de Oliveira
Bispo & Gary Fouchy
(40)
Fata Morgana
Frodo Kuipers (21)
Film Noir Et Blanc
Nicolas Crevon,
Benjamin Corbel, Estelle
Charleroy, Alexandre
Cuegniet, Laura Paiardini
& Paul Serrell (29)
Flamingo Pride
Tomer Eshed (17)
Fleeting Dream
(Tamayura No Yume)
Mayuko Yamakita (75)
Flood (Fiumana)
Julia Gromskaya (19)
Fluffy McCloud
Conor Finnegan (40)
Fly Mill
Anu-Laura Tuttelberg
(52)
For The Remainder
Omer Ben David (62)
From The Dolphin (Iruka
Kara)
Tatsuhiro Ariyoshi (75)
Frosted Chocolate Cake
(Topo Glassato Al
Chocolato)
Donato ‘Milkyeyes’
Sansone (39)
Fugue
Vincent Bierrewaerts (77)
Fully Cooked For You
(Onishime Otabe)
Yuka Imabayashi (75)
Future Memories, The
Pablo Munoz Gomez
(37)

G
Gift
Seong Young Kim (53)
Glossy
Julia Bourke (63)
Goat Away
Steve Stark (38)
Gob The Space Cadet
Bridget Acreman (63)
Golden Hour
Lucy Fahey (47)
Goldframe
Raoul Servais (77)
Grand Prix
Anna Solanas & Marc
Riba (40)
Great Escape, The
Damian Nenow (71)
Gristle
Jamie Clennett (47)

H
H-15
Pierre Debehogne (77)
Hair: Strange Things
About Hair (Les Poils :
Histoires Et Bizarreries
Du SystŠme Pileux)
Jeanne Boukraa (77)
Hand Soap
Kei Ohyama (75)
Harpya
Raoul Servais (77)
Heroic Fantasy
Tun-Kai Hsu (53)
Herr Hoppe Und Der
Atommull
Jan Lauchauer &
Thorsten Loffler (53)
Higher Bid
Laurent Boucher, Fabien
Bougas, Celine Vivier,
Guillaume Dumas &
Arseni Fedosseev (53)
Hinterland
Linda McCarthy (62)
Hisab
Ezra Wube (26)
History Of The Cinema
John Halas (73)
Hobby
Daniel Szczechura (71)
Homestay
Meredith Uborka (55)
Horse, The (Kon)
Witold Giersz (70)
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House, The (Das Haus)
David Buob (29)
How To Disappear
Merlin Flugel (62)
How To Eat Your Apple
Erick Oh (17)
I Call Myself Sane
(Kutsun Itseani
Terveeksi)
Niina Suominen (31)

I
I Have Fear (Ich Habe
Angst)
Mariola Brillowska (33)
Il Sogno
Lidia Castelletto (55)
In a Pig’s Eye
Atsushi Wada (75)
In Dreams
Samuel Blain (37)
In The City (Na Cidade)
Delia Hess (62)
In The Time Of King
Krakus (Za Krola
Krakusa)
Zenon Wasilewski (71)
Independent Mind
(Independencia De
Espirito)
Marta Monteiro (21)
Island Of Man (Hito
No Shima)
Alimo (75)
Isle Of Spagg
The Brothers McLeod
(33)

J
Jack And Chuck
Alexandre Chaudret,
Thomas Crepin &
Maureen Kressmann (29)

K
Kubla Khan
Joan C. Gratz (21)

L
La Détente
Pierre Ducos & Bertrand
Bey (21)
Labyrinth
Jan Lenica (70)
L’Air De Rien
Cecile Milazzo (25)
Last Photo, The
Lissa Pascale (50)
Last Zero, The
(Ostatnie Zero)
Alina Maliszewska (70)
Les Petits Rats
Jin Chong (55)
Lewis And The Light
Emily Dunlop (55)
Life Of The Weed, The
(Kusa No Isshou)
Sonomi Takada (75)
Little Quartet, The
(Kwartecik)
Edward Sturlis (71)
Load
David Rene Christensen
(63)
Looking For The Sun
Daphne Van Gerwen &
Frederic Plumey (77)
Love Earth
Yu-Hsuan Tseng &
Chien-Chun Tseng (41)
Luminaris
Juan Pablo Zaramella
(27)

M

Jam Fish
Senri Iida (75)

Magic Canvas, The
John Halas (73)

Jan Matejko’s Battle Of
Grunwald
Tomek Baginski (71)

Making Of Longbird, The
Will Anderson (33)

John And Joe
The Rauch Brothers (28)
Joyride
Alyssa Rothwell (48)
Jump
Julien Regnard (77)

Many Go Round
Yoshihisa Nakanishi
(22, 41)
Me-Apparatus
(Ich-Apparat)
Mandy Blaurock & Susan
Kreher (62)
Mechanism Of Spring,
The
Atsushi Wada (75)
Mendelssohn Is On The
Roof (Mendelssohn Est
Sur Le Tot)
Jean-Jacques Prunes
(19)

Metachaos
Alessandro Bavari (37)
Mice On Venus
Nuno Alameda Romeiras
(77)
Miki Mol
Ryszard Antoniszczak
(70)
Minus
Stan & Vince (27)
Missing Key, The
Jonathan Nix (33)
Modern No.2
Mirai Mizue (75)
Montego
Chintis Lundgren (19)
Moodswing
Pieter Coudyzer (77)
Moxie
Stephen Irwin (23)
Mulvar Is Correct
Candidate
Patrick Desilets (39)
Music Man
John Halas (73)
Muybridge’s Strings (Les
Cordes de Muybridge)
Koji Yamamura (27)

One Minute Movie:
Where the Wild
Butterflies Grow
Vladka Macurova (53)
One Past Midnight
Terry Formosa (55)
One Second Per Day
(Une Seconde Par Jour)
Richard Negre (32)
Opuesto
Tree Liu (53)
Oracle Is Born ...?
(Prohveti Sund ...?)
Rao Heidmets (39)

R

Out On A Limb (Ast Mit
Last)
Falk Schuster (24)
Owl And The Pussycat,
The
John Halas & Brian
Borthwick (73)

P

N

Ocean Forest
Paul Fletcher (30)
Oedipus
Paul Dreissen (23)
Omerta
Nicolas Loudot, Fabrice
Fiteni, Arnaud Janvier &
Gaspard Roche (23)
On A Full Moon
Lee Whitmore (80)

Princesse
Frederick Tremblay (19)

Oui, Madame
Hsin-Ni Hsieh (52)

Paris Lakes
Robert Stephenson (48)

O

Premiere (Premiera)
Stepan Birukov (41)

Pummel Nankeen
Ismael Sanz-Pena (62)

Paper Touch
Hui-Ching Tseng (41)

Nullarbor
Alister Lockhart & Patrick
Sarell (50)

Preferably Blue
Alan Dickson (25)

Otto Wichterle
Zuzana Bahulova (52)

Mysterious Tree, The
Bernard Sullivan (55)

Noise
Przemyslaw Adamski
(37)

Predator!!!
Jilli Rose (46)

Psychomorph
Branko Farac (63)

Papa Vs Pretty:
Wrecking Ball
Guy Verge Wallace (63)

Nice ‘N’ Nasty
Neighbours
Titus Fehr (41)

Pop
Rachel Moore (31)

Orange O Despair
(Orange O Desespoir)
John Banana (40)

My... My...
Lei Lei (17)

Ned Wethered
Lee Whitmore (80)

Pondering Clementine
Dominique Bloink (63)

Paso Doble
Jamie Metzger (20)
Passenger
Africanus Okokon (24)
Paths Of Hate
Damian Nenow (71)
Peacemaker Mac – The
Island Of Dispute
Yotam Cohen (25)
Phobias Of Guard Rail
(Le Fobie Del Guard Rail)
Marco Capellacci (39)
Playground
Mirai Mizue (75)
Plume
Barry Purves (21)

R.E.M.
Florentine Grelier (31)
Reading Kills
Beto Gomez (53)
Real People
Meredith Uborka (48)
Red And Green
Geoffrey Abeshouse (55)
Red And The Black, The
(Czerwone I Czarne)
Witold Giersz (70)
Reddish Brown &
Blueish Green
Samantha Gurry (27)
Reflections (Refleksy)
Jerzy Kucia (70)
Return (Powrot)
Anna Blaszczyk (71)
Rew Day
Svilen Dimitrov (62)

Room With No Corners,
The
Jenna Caravello (22)
Rootless Heart
(Samayou Shinzou)
Toshiko Hata (75)
Rumours (Rumeurs)
Frits Standaert (41)

S
Sack (Worek)
Tadeusz Wilkosz (71)
Safe House, The
Lee Whitmore (80)
Sayonara
Eric Bates (22)
Sensology
Michel Gagne (32)
September
Thibault Chollet (17)
Septimana
Sylvain Cappelletto (39)
Shoemaker, The
(O Sapateiro)
David Doutel & Vasco Sa
(23)
Sleepincord (Snepowina)
Marta Pajek (71)
Small Soldier And
Ballerina (Congatuku
Tanyobuyuya)
Anastasiya Sokolova
(25)
Smidje Smee
Marc Colbrandt, Bob De
Moor, Ray Goossens &
Henri Winkeler (77)
Sorceress
Patrick Jenkins (21)
Souvenir
Xiaoxue “Snow” Zheng
(49)

Right In The Middle
(Zmitzt Drin)
Cecile Brun (23)

Specimens Of
Obsessions (Hyouhon
No Tou)
Atsushi Makino (75)

Rippled
Darcy Prendergast (46)

Spin
Max Hattler (28)

Rise And Fall Of W.C.
Martinus Klemet (19)

Splinters (Odpryski)
Jerzy Kucia (70)

Road, The (Droga)
Miroslaw Kijowicz (70)

SPONCHOI Pispochoi
Pecoraped: Ikue
Sugidono, Miyako Nishio
(38)

Robots Of Brixton
Kibwe Tavares (19)

Point De Fuite
Phuong-Mai Nguyen (29)

Roll-Call, The (Apel)
Ryszard Czekala (70)

Points In Space
Benjamin Ducroz (63)

Romance
Georges Schwizgebel
(19)

Spots Spots
Yuanyuan Hu (75)
Squash And Stretch
Frank Armiento (38)
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Stairs (Schody)
Stefan Schabenbeck (71)
Stay Home
Caleb Wood (19)
Steps
Tochka (75)
Stopover
Neil Stubbings (20)
Story Of Him
(Historia d'Este)
Pascual Perez (62)
Strange Invention
Dino Krpan (63)
Strings
Benjamin Ducroz (32)
Sumo Lake
Greg Holfeld (49)
Sun: A Non-Camera Film
(Slonce-Film Bez
Kamery)
Julian Antonisz (70)
Swarming (Kuhina)
Joni Mannisto (29)
Sympathy For The Fish
Richard O’Connor (62)
Symphony Orchestra
(Tales from Hoffnung),
The
Harold Whitaker (73)
Szofita Land
Sophie Tari (41)

T
Tango
Zbigniew Rybczynski
(71)
Teaching Infinity
Bartek Kik, Jakub
Jablonski (71)
Tender March, The
(Yasashii March)
Wataru Uekusa (75)
Thaw, The
Kei Ohyama (75)
There’s a Dead Crow
Outside
Morgan Miller (38)
This Idea Is Not Working
Henrique Barone (53)
Thora
Seamus Spilsbury (63)
Tinano
Seungcheol Yu, Dongil
Son & Sumi Song (62)
Tipping Point
Sebastian Fowler (55)
To Speak Or Not To
Speak
Raoul Servais (77)
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Top Dogs (Snip And
Snap)
John Halas & Thok (73)
Tough West
Henrique Barone (53)
Train Train Medina
Mohamadou Ndoye
Douts (77)
Transition 89
Lia (32)
Tweng
Sandra Dollo & Uli
Berthold (29)
Twins (Dvojicky)
Peter Budinsky (38)
Two
Steven Subotnick (32)
Typographia
Karis Sim (63)

U

Who’s This Hat?
Joana Toste (62)
Wild Life
Wendy Tilby & Amanda
Forbis (17)
Witcher 2: Assassins
Of Kings,The (Intro)
Tomek Baginski & Maciej
Jackiewicz (71)
Within Within
Sharon Liu (28)
Wykres
Daniel Szczechura (71)

Y
Ygg’s Bird (Ygg No Tori)
Mariko Saito (75)
Yonalure: Moment To
Moment
Ayaka Nakata & Yuki
Sakitani (24)

Un Voyage Imprevu
Albert Fromenteau (77)

Z

Una Furtiva Lagrima
Carlo Vogele (27)

Zero
Nazanin Sobhan
Sarbandi (63)

Uncapturable Ideas
(Idea Ga Tsukamaranai)
Masaki Okuda (75)
Ursus
Reinis Petersons (21)

V

Zobeide
Julian Krispel-Samsel
(29)

A
Abeshouse, Geoffrey
Red And Green (55)
Acreman, Bridget
Gob The Space Cadet
(63)
Adamski, Przemyslaw
Noise (37)
Alimo
Island Of Man (Hito
No Shima) (75)
Anderson, Will
The Making Of Longbird
(33)
Antonisz, Julian
Sun: A Non-Camera Film
(Slonce-Film Bez
Kamery) (70)
Antonisz, Julian
A Highly Committed
Movie (Ostry Film
Zaangazowany) (70)
Antoniszczak, Ryszard
Miki Mol (70)
Ariyoshi, Tatsuhiro
From The Dolphin (Iruka
Kara) (75)
Armiento, Frank
Squash And Stretch (38)

B

Bernardi, Michele
Djuma (62)

Burch, Emma
Being Bradford Dillman
(63)

Bertels, Lia
Walter The Whisperer
(Youssuf le Soufleur)
(77)

Buschor, Kyra
The Box (Die Kiste) (27)

Berthold, Uli
Tweng (29)
Bey, Bertrand
La Détente (21)

Capellacci, Marco
Phobias Of Guard Rail
(Le Fobie Del Guard Rail)
(39)

Bierrewaerts, Vincent
Fugue (77)

Cappelletto, Sylvain
Septimana (39)

Birukov, Stepan
Premiere (Premiera) (41)

Caravello, Jenna
The Room With No
Corners (22)

Blain, Samuel
In Dreams (37)
Blaszczyk, Anna
Return Powrot (71)
Blaurock, Mandy
Me-Apparatus
(Ich-Apparat) (62)
Bloink, Dominique
Pondering Clementine
(63)
Borthwick, Brian
The Owl And The
Pussycat (73)

Viewpoint
Sae-Byul Hwangbo (17)

W

Bahulova, Zuzana
Otto Wichterle
(52)

Bouillon, Aurelien
Contretemps (53)

Baker, Mirjam
The Back Room (25)

Boukraa, Jeanne
Hair: Strange Things
About Hair (Les Poils :
Histoires Et Bizarreries
Du Système Pileux) (77)

Walter The Whisperer
(Youssuf le Soufleur)
Lia Bertels (77)
Water Falling
Alesh Macak (55)
Wedding, The
Simon Cottee (63)
Wednesday
Hero (Olivier Dressen)
(77)
Weiss Kein Weiss
Samo (Anna
Samoylovich) (21)
Westall ‘66, A Suburban
UFO Mystery (excerpts)
Rosie Jones (80)
What Happens When
Children Don’t Eat Their
Soup (Co Sie Dzieje, Gdy
Dzieci Nie Chca Jesc
Zupy)
Pawel Prewencki (27)

Banana, John
Orange O Despair
(Orange O Desespoir)
(40)

Boucher, Laurent
Higher Bid (53)
Bougas, Fabien
Higher Bid (53)

Bourke, Julia
Glossy (63)

Barone, Henrique
Tough West; This Idea Is
Not Working(53)

Bravo, Hugo
En Parties (20)

Barton, Colin V.
4 Givings (32)

Brillowska, Mariola
I Have Fear (Ich Habe
Angst) (33)

Bates, Eric
Sayonara (22)
Bavari, Alessandro
Metachaos (37)
Ben David, Omer
For The Remainder (62)
Bernard, Yohann Auroux
Fat (40)

C

Bielinska, Halina
The Changing Of The
Guard (Zmiana Warty)
(70)

Baginski, Tomek
The Cathedral; Fallen Art;
The Witcher 2: Assassins
Of Kings Intro; Animated
History Of Poland;
Jan Matejko’s Battle Of
Grunwald (71)

Vacuum Attraction
Morgan Miller (38)

Butter, Erik
The Boy With Quite A
Long Pair Of Arms (21)

Castelletto, Lidia
Il Sogno (55)
Charleroy, Estelle
Film Noir Et Blanc (29)
Chaudret, Alexandre
Jack And Chuck (29)
Chollet, Thibault
September (17)
Chong, Jin
Les Petits Rats (55)
Chong, Jonathan
Against The Grain (63)
Christensen, David Rene
Load (63)
Chung, Wally
The Eater (22)
Clennett, Jamie
Gristle (47)
Clerte, Joris
A Brief History Of The
Starlets And The
Croisette (19)
Cohen, Yotam
Peacemaker Mac - The
Island Of Dispute (25)
Coianiz, Audrey
Cut /// Fixe (37)
Colbrandt, Marc
Smidje Smee (77)

Brun, Cecile
Right In The Middle
(Zmitzt Drin) (23)

Corbel, Benjamin
Film Noir Et Blanc (29)

Budinsky, Peter
Twins (Dvojicky) (38)

Cottee, Simon
The Wedding (63)

Buob, David
The House (Das Haus)
(29)

Coudyzer, Pieter
Moodswing (77)
Crawford, Keith
Beneath (55)
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Crepin, Thomas
Jack And Chuck (29)
Crevon, Nicolas
Film Noir Et Blanc (29)
Cuegniet, Alexandre
Film Noir Et Blanc (29)
Czekala, Ryszard
The Roll-Call (Apel) (70)

D
Day, Steven
Advanced Cybernetics
(52)
De Moor, Bob
Smidje Smee (77)
de Oliveira Bispo,
Sebastien
Fat (40)
Debehogne, Pierre
H-15 (77)
Desilets, Patrick
Mulvar Is Correct
Candidate (39)
Dickson, Alan
Preferably Blue (25)
Dimitrov, Svilen
Rew Day (62)
Dollo, Sandra
Tweng (29)
Doutel, David
The Shoemaker
(O Sapateiro) (23)
Douts, Mohamadou
Ndoye
Train Train Medina (77)
Driessen, Paul
Oedipus (23)
Dubosc, Alexandre
Alimation (40)
Ducos, Pierre
La Détente (21)
Ducroz, Benjamin
Strings (32); Points In
Space (63)
Dumala, Piotr
A Gentle Spirit
(Lagodna) (70)

E
Eshed, Tomer
Flamingo Pride (17)

F
Fahey, Lucy
Golden Hour (47)
Farac, Branko
Psychomorph (63)
Fedosseev, Arseni
Higher Bid (53)
Fehr, Titus
Nice ‘N’ Nasty
Neighbours (41)
Finnegan, Conor
Fluffy McCloud (40)
Fiteni, Fabrice
Omerta (23)
Fletcher, Paul
Ocean Forest (30)
Flugel, Merlin
How To Disappear (62)
Forbis, Amanda
Wild Life (17)
Formosa, Terry
One Past Midnight (55)
Fouchy, Gary
Fat (40)
Fowler, Sebastian
Tipping Point (55)
Frenay, Jean-Paul
Artificial Paradise (77)

Gratz, Joan C.
Kubla Khan (21)
Grelier, Florentine
R.E.M. (31)

I

Kren, Michael
The Back Room (25)

Iida,Senri
Jam Fish (75)

Gurry, Samantha
Reddish Brown &
Blueish Green (27)

Imabayashi, Yuka
Fully Cooked For You
(Onishime Otabe) (75)

Krispel-Samsel, Julian
Zobeide (29)

Gutierrez, Federico
Burrow (23)

Irwin, Stephen
Moxie (23)

Krpan, Dino
Strange Invention (63)

Guy, Tony
The Cultured Ape
(Habatales) (73)

J
Jablonski, Jakub
Teaching Infinity (71)

H
Habas, Ludovic
Douce Menace (53)
Halas, John
Music Man; Automania
2000; The Magic Canvas;
The Cultured Ape
(Habatales); The Owl
And The Pussycat;
History Of The Cinema;
Top Dogs (Snip And
Snap) (73)
Hashimoto, Shin
Beluga (75)
Hata, Toshiko
Rootless Heart
(Samayou Shinzou) (75)
Hattler, Max
Spin (28)
Haupe, Wlodzimierz
The Changing Of The
Guard (Zmiana Warty)
(70)
Heidmets, Rao
Oracle Is Born ...?
(Prohveti Sund ...?) (39)

Fromenteau, Albert
Un Voyage Imprevu (77)

Hero (Olivier Dressen)
Wednesday (77)

G

Hes, Delia
In The City (Na Cidade)
(62)

Giersz, Witold
The Red And The Black
(Czerwone I Czarne);
The Horse (Kon) (70)

Kreher, Susan
Me-Apparatus
(Ich-Apparat) (62)

Gromskaya, Julia
Flood (Fiumana) (19)

Friedli, Fabio
Bon Voyage (23)

Gagne, Michel
Sensology (32)

Hwangbo, Sae-Byul
Viewpoint (17)

Hilere
Dance (77)
Holfeld, Greg
Sumo Lake (49)

Jackiewicz, Maciej
The Witcher 2: Assassins
Of Kings Intro (71)
Jang, Woonha
Butterfly Dream (Un
Reve Papillon) (29)
Janvier, Arnaud
Omerta (23)
Jenkins, Patrick
Sorceress (21)

Kuipers, Frodo
Fata Morgana (21);
Antipoden (77)
Kwon, Yong-Jin
DEMAG: Desire Is
Magnetism (37)

L
Ladds, Dylan
Carbon (32)
Lahtinen, Sanni
Chest Of Drawers (52)

Lundgren, Chintis
Montego (19)

M
Macak, Alesh
Water Falling (55)
Macurova, Vladka
One Minute Movie:
Where the Wild
Butterflies Grow (53)
Mainwood, Roger
Autobahn (73)
Makino, Atsushi
Specimens Of
Obsessions (Hyouhon
No Tou) (75)
Maliszewska, Alina
An Adventure In Stripes
(Przygoda W Paski);
The Last Zero (Ostatnie
Zero) (70)
Mannisto, Joni
Swarming (Kuhina) (29)

Lauchauer, Jan
Herr Hoppe Und Der
Atommull (53)

Massi, Simone
About Killing The Pig
(Dell' Ammazzare Il
Maiale) (16)

Jonkajtys, Grzegorz
Ark (71)

Legault Etienne
Surprenant
Cabaret Jazz (53)

Mathorne, Bo
The Backwater Gospel
(25)

Joo, Sung-Hyun
DEMAG: Desire Is
Magnetism (37)

Lei Lei
My… My… (17)

McCarthy, Linda
Hinterland (62)

Lenica, Jan
Labyrinth (70)

Metzger, Jamie
Paso Doble (20)

Kallinen, Mikko
(In) (37)

Lepore, Kirsten
Bottle (23)

Milazzo, Cecile
L'Air De Rien (25)

Kerkhofs, Elka
The Confession Of
Father John Thomas (39)

Letaif, Hannah
“Compartments Or “I Am
Not A Monster” (Cases
Ou “Je Ne Suis Pas Un
Monstre") (39, 77)

Miller, Morgan
Vacuum Attraction (38);
There’s a Dead Crow
Outside (38)

Lia
Transition 89 (32)

Mishkin, Lee
The Butterfly Ball (73)

Liu, Sharon
A Bit And Every Bit (26);
Within Within (28)

Mizue, Mirai
Playground (75); And
And (75); Modern No.2
(75)

K

Kidron, Sivan
Blue Whale (26)
Kijowicz, Miroslaw
The Road (Droga) (70)
Kik, Bartek
Teaching Infinity (71)
Kim, Seong Young
Gift (53)

Dunlop, Emily
Lewis And The Light (55)

Gomez, Pablo Munoz
The Future Memories
(37)

Hsieh, Hsin-Ni
Oui, Madame (52)

Klemet, Martinus
Rise And Fall Of W.C.
(19)

Dusollier, Henrick
Babel (37)

Gomez, Beto
Reading Kills (53)

Hsu, Tun-Kai
Heroic Fantasy (53)

Goossens, Ray
Smidje Smee (77)

Hu, Yuanyuan
Spots Spots (75)

Dumas, Guillaume
Higher Bid (53)

Kucia, Jerzy
Reflections (Refleksy);
Splinters (70)

Loudot, Nicolas
Omerta (23)

Jones, Rosie
Westall ’66 – A Suburban
UFO Mystery (excerpts)
(80)

Holm, Kristjan
Big House (Suur Maja)
(16)

Gizycki, Marcin
AE (30)

Kressmann, Maureen
Jack And Chuck (29)

Lou, Lindy
Cthulhu (55)

Klochkov, Roman
Administrators (77)
Krebs, Mickael
Douce Menace (53)

Liu, Tree
Opuesto (53)
Lockhart, Alister
Nullarbor (50)
Loffler, Thorsten
Herr Hoppe Und Der
Atommull (53)
Lopes, Peter
Dino Rider (52)

Monteiro, Marta
Independent Mind
(Independencia
De Espirito) (21)
Moore, Rachel
Pop (31)
Mulloy, Phil
Dead But Not Buried
(64)
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Nakanishi, Yoshihisa
Many Go Round (22, 41)

Perera, Suren
Dukes Of Bröxstônia Tomatoes (49); Dukes Of
Bröxstônia - Planet Of
Babies (39)

Nakata, Ayaka
Yonalure: Moment To
Moment (24)

Perez, Pascual
Story Of Him (Historia
d’Este) (62)

Rousseau, Florent
Douce Menace (53)

Shadrina, Alexandra
Coast Warning (53)

Sumberac, Manuel
Escargot (53)

Rybczynski, Zbigniew
Tango (71)

Sim, Karis
Typographia (63)

S

Skotarczyk, Anna
Atman (62)

Suominen, Niina
I Call Myself Sane
(Kutsun Itseani
Terveeksi) (31)

Neary, Stephen
Dr Breakfast (39)

Petersons, Reinis
Ursus (21)

Sa, Vasco
The Shoemaker
(O Sapateiro)(23)

Negre, Richard
One Second Per Day
(Une Seconde Par Jour)
(32)

Pikkov, Ulo
Body Memory (Keha
Malu) (29)

Saito,Mariko
Ygg’s Bird (Ygg No Tori)
(75)

Plucinska, Izabela
Afternoon (23)

Sakitani, Yuki
Yonalure: Moment To
Moment (24)

Nenow, Damian
The Great Escape (71);
City Of Ruins (71);
Paths Of Hate (71)
Nguyen, Phuong-Mai
Point De Fuite (29)

Plumey, Frederic
Looking For The Sun
(77)

Nix, Jonathan
The Missing Key (33)

Pott, Julia
Belly (18)

O
O'Connor, Richard
Sympathy For The Fish
(62)
Oh, Erick
How To Eat Your Apple
(17)
Ohyama, Kei
Consultation Room (75);
The Thaw (75);
Hand Soap (75)
Okamoto, Masanori
Bonnie (75)
Okokon, Africanus
Passenger (24)
Okuda, Masaki
Uncapturable Ideas
(Idea Ga Tsukamaranai)
(75)
Oraczewska, Zofia
Banquet (Bankiet) (70)
Orchard, Grant
A Morning Stroll (28)

P
Paiardini, Laura
Film Noir Et Blanc (29)
Pajek, Marta
Sleepincord (Snepowina)
(71)
Pascale, Lissa
The Last Photo (50)
Pecoraped (Ikue
Sugidono, Miyako
Nishio)
SPONCHOI Pispochoi
(38)

Prendergast, Darcy
Rippled (46)
Prewencki, Pawel
What Happens When
Children Don’t Eat Their
Soup (Co Sie Dzieje, Gdy
Dzieci Nie Chca Jesc
Zupy) (27)
Priestley, Joanna
Eye Liner (32)
Prunes, Jean-Jacques
Mendelssohn Is On The
Roof (Mendelssohn Est
Sur Le Tot) (19)
Purves, Barry
Plume (21)

R
Regnard, Julien
Jump (77)
Riba, Marc
Grand Prix (40)
Riduze, Dace
Acorn Boy (Ziluks)
(40)
Rieley, Daniel
A Life Well-Seasoned
(25)

Salamone, Bruno
Egaro (27)
Samo (Anna
Samoylovich)
Weiss Kein Weiss (21)
Sansone, Donato
‘Milkyeyes’
Frosted Chocolate Cake
(Topo Glassato Al
Chocolato) (39)
Sanz-Pena, Ismael
Pummel Nankeen (62)
Sarbandi, Nazanin
Sobhan
Zero (63)
Sarell, Patrick
Nullarbor (50)
Sault, Luke
Crowded (17)
Schabenbeck, Stefan
Stairs Schody (71)
Schuster, Falk
Out On A Limb (Ast Mit
Last) (24)
Schwizgebel, Georges
Romance (19)
Semiconductor (Ruth
Jarman, Joe Gerhardt)
20 Hz (30)
Sender, Yoan
Douce Menace (53)

Roche, Gaspard
Omerta (23)

Serrell, Paul
Film Noir Et Blanc (29)

Romeiras, Nuno
Alameda
Mice On Venus (77)

Servais, Raoul
Goldframe (77); To
Speak Or Not To Speak
(77); Harpya (77)

Rose, Jilli
Predator!!! (46)
Rotella, Sarah
Bramula (41)
Rothwell, Alyssa
Joyride (48)

Seydoux, Aymeric
Blue (53)
Shadbolt, Jane
The Cartographer (46)

Slijepcevic, Nebojsa
Dog/Rabbit (Pas/Zec)
(62)
Sokolova, Anastasiya
Small Soldier And
Ballerina (Congatuku
Tanyobuyuya) (25)
Solanas, Anna
Grand Prix (40)
Son, Dongil
Tinano (62)
Song, Hee-Seung
DEMAG: Desire Is
Magnetism (37)
Song, Sumi
Tinano (62)
Spencer, Anna
Barn Owl (47)
Spilsbury, Seamus
Thora (63)
Sroczynski, Aleksander
Animated Movie (Film
Animowany) (70)
Stainer, Klayton
Atom (55)
Stan & Vince
Minus (27)
Standaert, Frits
Rumours (Rumeurs)
(41)
Stark, Steve
Bear-Horse! (38);
Goat Away (38)
Steen, Daniel
Baby Boy (55)
Stephenson, Robert
Paris Lakes (48)
Stoll, Paul
Aussicht (27)
Stubbings, Neil
Stopover (20)
Sturlis, Edward
The Little Quartet
(Kwartecik) (71)
Subotnick, Steven
Two (32)
Sullivan, Bernard
The Mysterious Tree (55)

Sutherland, Malcolm
Bout (18)
Szczechura, Daniel
Wykres (71); Hobby (71)

T
Takada, Sonomi
The Life Of The Weed
(Kusa No Isshou) (75)
Tari, Sophie
Szofita Land (41)
Tavares, Kibwe
Robots Of Brixton (19)
The Brothers McLeod
Isle Of Spagg (33)
The Rauch Brothers
John And Joe (28)
Thok
Top Dogs (Snip And
Snap) (73)
Tilby, Wendy
Wild Life (17)
Tingstad, Merethe
Anything’s Possible
(55)
To, Anh
17000 Folds (63)
Tochka
Steps (75)
Toste, Joana
Who’s This Hat?
(62)
Tremblay, Frederick
Princesse (19)
Trenson, Tim
Awel (77)
Tseng, Yu-Hsuan
Love Earth (41)
Tseng, Chien-Chun
Love Earth (41)
Tseng, Hui-Ching
Paper Touch (41)
Tseng, Yen-Chi
Divine Intervention
(53)
Tuttelberg, Anu-Laura
Fly Mill (52)

U

Uborka, Meredith
Real People (48);
Homestay (55)
Uekusa, Wataru
The Tender March
(Yasashii March) (75)
Urbanski, Kazimierz
Between Two Mysteries
(70)

V
Van Gerwen, Daphne
Looking For The Sun (77)
Van Hasselt, Thierry
Alright (Heureux)
(16, 77)
Vaxelaire, Margaux
Douce Menace (53)
Vivier, Celine
Higher Bid (53)
Vogele, Carlo
Una Furtiva Lagrima (27)

W
Wada, Atsushi
The Mechanism Of
Spring (75); In a Pig’s
Eye (75)
Wallace, Guy Verge
Papa Vs Pretty: Wrecking
Ball (63)
Wang, Chao-Kai
Emphysema Terrain (62)
Wasilewski, Zenon
In The Time Of King
Krakus (Za Krola
Krakusa) (71)
Whitaker, Harold
The Cultured Ape
(Habatales) (73); The
Symphony Orchestra
(Tales from Hoffnung)
(73)
Whitmore, Lee
Ned Wethered (80);
On A Full Moon (80);
Ada (80); The Safe
House (80)
Wilkosz, Tadeusz
Sack (Worek) (71)
Winkeler, Henri
Smidje Smee (77)
Wood, Caleb
Stay Home (19)
Wouters, Bruno
Daddy Don’t Forget
Your Glasses (25)
Wu, Yi-Lin
Chaos (52)

NOTES
Wube, Ezra
Hisab (26)

X
Xiao, Luran
Cigar Right? (55)

Y

Yamakita, Mayuko
Fleeting Dream
(Tamayura No Yume)
(75)
Yamamura, Koji
Muybridge's Strings (Les
Cordes de Muybridge)
(27)
Yoon, Jumi
Conte De Faits (26)
Yoshida, Maho
Al Dente Tango (75)
Yu, Seungcheol
Tinano (62)

Z
Zaramella, Juan Pablo
Luminaris (27)
Zheng,Xiaoxue “Snow”
Souvenir (49)
Zivocky, Martin
The Case (17)
Zueva, Svetlana
Auntie Nettle (17)

NOTES
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