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On Judging (Reasons behind Commendation for Outstanding Achievement Category Awards)
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Nobuo OGAWA
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Joined the Recording Division of Toho Studios in 1953,
transferred to the Editing Division in 1963 and became an
editor in 1967. Edited numerous masterpieces and epics
including "I Hear the Whistle" (Katsumune ISHIDA, 1971);
"The Gate of Youth" (Kiriro URAYAMA, 1975); "Brother and
Sister" (Tadashi IMAI, 1976); "Muddy River" (Kohei OGURI,
1981); "Station" (Yasuo FURUHATA, 1981); "House without a
Dining Table" (Masaki KOBAYASHI, 1985); "Warabinokou - To
the Bracken Field" (Hideo ONCHI, 2003); "The Buried Forest"
(Kohei OGURI, 2005). During this time, he trained young
editors and encouraged a lot of budding editors. He also
played a significant role in establishing the Motion Picture
and Television Editors Society of Japan in 1983.
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Joined Toho in 1950. Assistant director on films directed by
Akira KUROSAWA, Tadashi IMAI and Kihachi OKAMOTO,
and debuted as a director with "Beyond the Green Hills" in
1975. Awarded the Osaka Citizens’ Film Festival New Director
Award for demonstrating a fresh approach to remaking the
masterpiece. Directed "Banka"”, "Aitsu to watashi" (1976);
"Fresh Lovers" (1977); "Zansho" "Honoo no mai" (1978), and
demonstrated his solid skills in idol films such as "Seishun
Graffiti Sneaker Blues", "Blue Jeans Memory" and "Good
Luck LOVE". Launched a film screening service called S.D.S.
(Screen Delivery Service) in 1997. This highly regarded activity
delivers "excitement" directly to and encourages elderly
former movie fans. Established the NPO "Cinemanet Japan"
in 2005, and holds the post of executive director.
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Gikoh NAKAYAMA
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Joined the Japan Recording Center in 1965, and the Recording
Division of Nikkatsu Motion Picture Co. in 1974 after a stint
of freelancing. Mainly involved in developing on-location
recording techniques and dubbing systems. Actively involved
in developing sound systems and techniques for converting
mono into stereo, and analogue into digital. Contributed to
the development of recording technology for motion pictures,
and was instrumental in training new technical personnel.
Often works on Chinese films as a recording technician and
contributes to China-Japan exchange through exchange with
Chinese technicians. Major productions in which he participated
include "JU DOU", "RAISE THE RED LANTERN", "FAREWELL
TO MY CONCUBINE", "THE ASSASIN THE FIRST EMPEROR" and
"THE PUPPETMASTER". Currently a technical manager in the
Studio Center, Sales Division, Nikkatsu Studio.
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After working for a publishing company, NOGAMI joined
Daiei Studios in 1949 as an apprentice scripter through
her connections with director Mansaku ITAMI. Met Akira
KUROSAWA in 1950 while filming "Rashomon", and
worked on all of KUROSAWA's films thereafter except
"The Idiot". NOGAMI cannot be overlooked when talking
about KUROSAWA's films. Currently works as a production
manager and as a jury and adviser at film festivals
throughout Japan, including the Tokyo International
Film Festival (2003). Published "Tenki machi - kantoku
KUROSAWA AKIRA to tomo ni" (Waiting for the weather with
Akira KUROSAWA) (Bungeishunju) in 2001.
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Commentary on related works by award winners in the Commendation for Outstanding Achievement Category
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"Madadayo" (1993,134min)

Director: Akira KUROSAWA
Production Manager:

Teruyo NOGAMI
Scene Painting:

Fuchimu SHIMAKURA
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An Akira KUROSAWA film that humanely depicts exchanges
between an artist-cum-essayist Hyakken UCHIDA and
his protégés. The protégés, UCHIDA and his wife gather
at “Maadakai” to celebrate his longevity. Each episode
depicted is deeply exquisite; profound yet humorous
performances disguise deep contemplation; and diligent
descriptions of nature catch the eye. Posthumous work from
world-renowned KUROSAWA, who made films continuously
for 50 years from 1943. Teruyo NOGAMI participated as
production manager and Fuchimu SHIMAKURA as scene
painter.
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"The Twilight Samurai" (2002,129min)

Director: Yoji YAMADA
Lighting: Gengon NAKAOKA

BERBTFDNGEN— R ICILHEFREEH Y6 TEE LB
Bl. BROEA. BREEZFEIC. REZAYICTEH5—RER
BEZEN RERIDEATH > fcfcdic, BEEINTEH
ITEEAENTV REDHERXDFIITHBILERE
ISR RED, LG ODHMNENEREZHBEE EHNRD
H&%Z52%, FRERHEIREAL LTEMN. FRICRVBEE
fHFmA fe.

Based on the novel by Shuhei FUJISAWA, this was Yoji
YAMADA:'s first period drama. Set in the Unasaka Domain in
Shonai at the end of the Edo period, a seemingly ordinary
poor samurai who is really a master swordsman becomes
involved in an incident that rocks the clan. Theatrical
fighting which magnificently illustrates that the film is a
light and shadow drama, and scenes depicting delicate
bonding make a deep impression. Participating in the
lighting Gengon NAKAOKA added deep nuance to the film.

EUE B HHk
RE /NIl Bx

© BEDRARZRETEZ SR

FO5TUDT S BREFITI 003%F/124%)
"Warabinokou - To the Bracken Field" (2003,124min)

Director: Hideo ONCHI
Editing: Nobuo OGAWA
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In the Edo period, a village in Tohoku had a code requiring
people approaching 60 years of age to leave the village and
move to Warabino. This is where elderly people quietly go
to die as a provision against bad harvests. The story follows
a conversation between the headman'’s mother who is going
to Warabino and her daughter-in-law. Director ONCHI’s
depiction of the cycle of people living and dying as a matter
of nature makes a deep impression on viewers. This film can
be said to crystallize Japan’s traditional views on life and
death. Based on a novel by Kiyoko MURATA. Nobuo OGAWA
was responsible for editing this film.
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Award Ceremony
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Speech by Tsuguhiko KADOKAWA,Chairman Speech by Ken TERAWAKI,Director-General of
of Tokyo International Film Festival Cultural Affairs Department,Bunka-Cho
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"The Lighthouse"
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Director: Keisuke KINOSHITA

Cast: Keiji SADA/Hideko TAKAMINE
Shochiku 1957/159min

1957 (12th) The National Arts Festival Prize
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A lyrical saga about the lives of a lighthouse keeper and his
wife (Keiji SADA/Hideko TAKAMINE) in locations throughout
Japan from Hokkaido to the Goto Islands. Beginning in 1932,
it showcases Japan's magnificent scenery as it describes the
rapidly changing times of the Showa period over 25 years,
including the war, through a love story about the couple.
The theme song with the same title was also a big hit. One
of KINOSHITA's representative works.
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"My Second Brother"
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Director: Shohei IMAMURA

Cast: Hiroyuki NAGATO/Kayo MATSUO
Nikkatsu 1959/101min

1959(14th) The National Arts Festival Prize
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Based on a girl's diary (Sueko YASUMOTO), it depicts the
lives of a fatherless family which struggles to make ends
meet with the eldest son at its head. Set in a small coalmine
in Saga Prefecture, the convincing and highly personal
performances depicting the people there, and the presence
of Sueko who defies abject realities with great vitality are
particularly impressive.
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"The Conspirator"
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Director: Daisuke ITO

Cast: Kinnosuke NAKAMURA/Kaneko IWASAKI
Toei 1961/110min

1961 (16th) The National Arts Festival Prize
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Epic period drama in which Daisuke ITO eloquently depicts
the adverse fate of Saburo-nobuyasu. He is the son of
leyasu TOKUGAWA who established the Edo Shogunate.
Nobuyasu's mother was the daughter of Yoshimoto
IMAGAWA who was killed by Nobunaga ODA and the fact
that his father, leyasu, joined the banner of Nobunaga was
the cause of his tragedy. Kinnosuke NAKAMURA delivers
a superb performance of the hero accepting his fate and
committing hara-kiri. Based on "Tsukiyamadono Shimatsu"
by Jiro OSARAGI.
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Director: Kaneto SHINDO

Cast: Taiji TONOYAMA/Nobuko OTOWA
Kindai Eiga Kyoukai 1962/117min
1962(17th) The National Arts Festival Prize
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Film of the book "Kaijinmaru" by Yaeko NOGAMI. Four
sailors drift aimlessly after being hit by a storm. With
different personalities and temperaments, they fight over
their scarce food supply. When the food supply does run out
they begin to realize the brute in man. Filmed entirely on-
location, director Kaneto SHINDO ambitiously approaches
human nature under extreme conditions.
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"Musashi Miyamoto
—Duel at Ganryu Island"
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Director: Tomu UCHIDA

Cast: Kinnosuke NAKAMURA/Wakaba IRIE
Toei 1965/121min

1965 (20th) The National Arts Festival
Encouragement Award
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Final installment of "Miyamoto Musashi" starring Kinnosuke
NAKAMURA by Director Tomu UCHIDA, who produced one
film a year since 1961. This depiction of the life of the young
Musashi as he struggles through the "post-war" period after
the battle of Sekigahara is regarded as the classic of the
"Tomu UCHIDA / Kinnosuke NAKAMURA" series.

The showdown with his lifelong rival Kojiro SASAKI is both
profound and thrilling.
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"The Emperor and a General"
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Director: Kihachi OKAMOTO

Cast: Toshiro MIFUNE/Yuzo KAYAMA

Toho 1967/157min

1967 (22nd) The National Arts Festival Prize
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On August 15, 1945, the war ended with Japan's acceptance
of the Potsdam Declaration. Director Kihachi OKAMOTO's
documentary-like epic depicting the previous 24-hour period
beginning with recording of the voice of the Emperor
on August 14th. The strained behavior of the Imperial
Household Agency, army officers, politicians and citizens
involved in this heighten the sense of tension surrounding
the day that determined the post-war period. Features
Toshiro MIFUNE and Toei’s all-star cast of actors at the time.
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Director: Akira KUROSAWA

Cast: Yoshitaka ZUSHI/Junzaburo BAN
Yonkinokai 1970/140min

1970 (25th) The National Arts Festival
Excellence Award
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A boy who likes streetcars is the hero in this KUROSAWA film
depicting a series of episodes in the lives of slum-dwellers.
The warm way in which people living covertly in the corners
of society are viewed shows another side of KUROSAWA'
s work. The actors’ performances and the uniquely colorful
art are also impressive. Based on “Kisetsu no nai machi” by
Shugoro YAMAMOTO.
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Director: Masaki KOBAYASHI

Cast: Tatsuya NAKADAI/Komaki KURIHARA
Haiyuza 1971/121min

1971 (26th) The National Arts Festival
Excellence Award
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The men who gathered at the hash house "Anrakutei"
belonged to the owner's gang of thieves who sold pilfered
goods. The appearance of an honest young stranger as
Hachobori's lower ranking samurai close in their search
net has ever-expanding repercussions. Director Masaki
KOBAYSHI delivers a solid performance in making a film
of Shugoro YAMAMOTO's novel "Fukagawa anrakutei".
Harmony among performances by famous actors, filmiﬁg
and art gives rise to a magnificent world of images.
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“Classics of the Japanese Cinema” flier
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Introduction of Panelists and Film promoting organization
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M Master of Ceremony
Takashi UCHIYAMA

Director of VIPO

Professor in faculty of commerce and economics, Chiba University of
Commerce

Specialization in corporate strategy and economic politics of entertainment
and media

B Guest Speakers
Jay SAKOMOTO

Chairman of VIPO
President of Shochiku Co., Ltd
Attorney

*Visual Industry Promotion Organization (VIPO)
Considering Japanese film, broadcast program, animation, game, and
music as industries with international competitive force, VIPO was
established in December, 2004 as a private organization to revitalize
the Japanese economy through the development of the visual industry.
Registered as a NPO corporate body in June, 2005.

An Cheong-sook

Chairman of KOFIC

*Korean Film Council (KOFIC)

Established in 1973 by the Korean government to promote and increase
the quality of Korean film. In order to raise mental awareness by cultural
exchange through film, KOFIC supports the making of Korean film by
means of fund-raising, investigation, education, and training to open
international markets.

James Hindman

Executive consultant of AFI

President of Film Arts Foundation

*American Film Institute (AFI)

AFl is a national institution that exercises leadership in education of film and
acknowledgement and accolade of excellence in film, TV, and other arts such as
digital media. It promotes innovation through training of next-generation film
makers, preserving of American heritage film, and advancing digital technology
in entertainment and education. It also operates as the biggest non-profit
movie theatre owner in the United States. At the AFI Award, it awards the
year's most excelling film and TV show, and with the "AFl's 100 years" series, it
reawakened the appeal of classic American film. The life achievement award is
considered the highest distinction for people working in the film industry.

Monique Barbaroux

Administrator of the Cultural Communication Ministry

Deputy General Director of CNC

*Centre national de la cinematographie (CNC)

Established in 1946, CNC is a public organization that carries out film
promoting policies in France. Its main function is the regulation of
laws relating film, financial support for film/image/multi-media, public
promotion, and preservation and propagation of artistic heritage film. It is
a central organization for France's public "film promoting system."

Ken TERAWAKI

Director-General of Cultural Affairs Department,
Agency for Cultural Affairs

Entered the Ministry of Education in 1975, and after being the director of the
Policy Division in the Minister's Secretariat and Deputy Director-General of
the Lifelong Policy Bureau, came to the current post in 2002. Promoted the
"Power of Culture" that vitalizes the Japanese society, such as the "Power of
Culture from Kansai". Participated in writing film criticism and contributed to
the magazine, Kinema-Junpo. Serves as the director of the non-profit corporate
body, Movie Culture Awaken Center as well.
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Moderator : At last year's "Visual Industry Promotion Policy
Seminar"(Organizer:Motion Picture Producers Association of
Japan, Kadokawa Culture Promotion Fundation) that took
place during the Tokyo International Film Festival, the
necessity for institutions that promote the film industry, like
that of institutions in Europe, was brought to attention.

Hence, with both private and government support, VIPO was
established last year in December and was registered as NPO
in June,2005.

After this, for Part 1, Chairman Jay SAKOMOTO will
introduce VIPO.

For this year's conference, there is a unified theme that is
set as "Films that cross the borders." Recently, in Japan and
perhaps everywhere in the world, it is unquestionable that
there is much attention on content, as the establishment of
VIPO shows. In this situation, for example, one may consider
that the export condition is not at a rating index where it
is easily understood nor distinguished. With such kinds of
perspective, for Part 2, there will be a speech from Korea,
United States, and France; three countries that show a
particularly strong presence in the world.

For Part 3, after a Q&A, Directorate Ken TERAWAKI from the
Agency for Cultural Affairs will join the guest panel and we
would like to hold a discussion under the theme of “Films
that cross the borders. "

Part 1

VIPO's Mission and Activities
Chairman of VIPO

Jay SAKOMOTO

M VIPO's Birth

This project is jointly organized with the Agency for Cultural
Affairs. To introduce VIPO to all of you, we would like
to greatly thank the Agency for Cultural Affairs for their
consideration.

Regarding film in Japan, there was not much relationship
with the government. However, in countries where the
guests are from, the CNC, established 60 years ago in France,
the AFI, established 40 years ago in the United States, and
the KOFIC, established 30 years ago in Korea, have had
active operations. | personally believe that the essence to
promoting film is the independent efforts of the people
involved in film in order for the film producers to create
works that make the customers truly happy. However, for
regulation and diplomatic problems which are out of reach
of the people, the engagement with the country cannot be
avoided, but rather, must be done. In doing so, the hardware
and infrastructure has been prepared, the importance of
the contents industry has been reviewed, and triggered by
the suggestion of the Nippon Keidanren in March last year,
by May at the government's "Intellectual Property Strategic
Program 2004", the establishment of a private institution,
like that of the United State's AFl and Great Britain's Film
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Council, had begun in order to develop, support, and
promote businesses and advance the entire visual industry.
The institution ceremony took place in December of last year,
the organization received acknowledgement in May of 2005,
and after the registration the organization established itself
as an official NPO corporate body in June 1st.

M VIPO's Aim
The activities of VIPO are introduced on the webpage.
Categorized broadly, there are four pillars. The first is
to support personal training. The second is to support
film making. The third is to support start-up businesses.
The fourth is to support the expansion of domestic and
international markets. Through these activities, we aim
to vitalize the Japanese economy with the visual contents
industry as an industry that possesses international
competitive force.

Of these four pillars, the highest priority is given to the
support for personal training and market expansion. In fact,
these act like the wheels of a car. At Shochiku, personal
training involves many kinds of training. However, even if
talent is created and there is no market for them to exercise
the talent, the efforts can become futile. Conversely, if there
is no talent for the available market, it does not lead to a
successful expansion of the market. Therefore, personal
training and market expansion complement each other and
are of great importance. With that in mind, we would like
to contribute to the promotion of the visual industry by
focusing on these two points.

M VIPO's Activities and its Characteristics

Our activities have three characteristics. First, VIPO was
established beyond the form of the film industry to the
visual industry. By engaging with not only film but with
television programs, game, animation, music, software and
hardware industries, members include hardware makes
such as Toshiba, Matsushita, and Sony. Incorporating not
only the software industry but also the hardware industry,
this is the first attempt for a preparation to promote the
visual industry, and we believe that this is a difficult but
revolutionary task. We took a traversing approach because
each industry has common challenges to face, such as the
deficiency of producer talent that incorporates both creator's
intentions and business needs, the preparation of measures
against pirated and illegal copies upon transporting contents,
and the creation of a database in order to effectively utilize
new media, such as broadband. Therefore, we believe that
a traverse involvement of different industries has great
significance. To take on this task, the government and the
Intellectual Property Promotion Center is going beyond its
precinct to project content promoting plans. Therefore, we
would like to suggest policies that are not prepossessed by
the industry. This is the first characteristic.

The second characteristic is that we strive to be the bridge
between industries, learned societies, and officialdom.
In Japan there was relatively some connection between
industries and officialdom. Officialdom and learned societies
also had some connections. However, we believe that,
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especially for the film industry in Japan, the link between
the industry and the learned society was weak. Taking this
into consideration, VIPO seeks to receive information and
to plan the cooperation between industries and the learned
society, by welcoming members from the top industries of
entertainment contents as well as researchers, professors,
lawyers, and accountants, to the board of directors. In
the United States, learned societies and industries that are
not restricted to film are actively cooperating and have
succeeded. We would like to contribute to the field of
the visual industry and carry out the role of promoting
collaboration.

The third characteristic is that VIPO is a private NPO. The
guests today are from government institutions, and this is
where we believe there is a big difference. We may lack a
solid link with the government, and be considered inferior
compared to other institutions. However, we believe that
private activities may become significant for the visual
industry hereafter. In that sense, we would like to identify
the needs of both the people and the industry and take
in those needs as a think tank. Further, taking these into
consideration, projects, proposals, negotiations, acquirement
for government funds, and requests for facilities can be
carried out by private means.

The institution's administration fees would be managed
by membership fees of individuals and the corporate
body, although the institution may receive trusts from
the government. However, the basic function is to be
an independent private organization to act as the bridge
between the country and the people.

M Status Report

Still early in our development, our staff is beginning
operations and we would like to outline this year's activity
status.

Starting from 2005, with VIPO's intervention and with
the Ministry of Education, Culture, Sports, Science and
Technology's public offering of the coordination fund for
promoting science, Kyushu University and the University
of digital content were selected as the delegated research
facility, and they will conduct its service for the next 5 years.

From the Agency of Cultural Affairs, VIPO accepted the
Japanese film screening project in Korea, and | was able to
visit Pusan the other day. | spoke with chairman An and in
October, held the showcase, "Japanese-Korean Cultural
Exchange for Children /-The path to walk together-" at the
Seoul Hypertech Nada. This project was intended for Korean
children to view children-oriented Japanese films, but there
were some exchange with the screening of youth films as
well.

From November 10th, at the convention Megabox in Seoul,
there will be a showcase of general Japanese films, "Diversity
in Japanese Cinema." We introduced this theme, because
although Japanese films may be considered as monotone,
Japanese people possess variety and Japanese film can
have diversification as well. Here, 45 pieces of work will be
screened in the span of two weeks.

By researching projects that are in demand to the public
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Part 2
Presentations from each country's Film Promoting
Organizations

An Cheong-sook
Chairman of KOFIC

H Beginning of Hanryu (Korean Wave) to its Success

I would like to introduce Hanryu in Asia, and the youth
education program, AFA, that took place in this year's Pusan
International Film Festival, but first, | must mention that
Hanryu is a word that was not created in Korea. It began
when works of Korean film gave a big impression in China,
creating a Hanryu boom and then continued to spread
in Asia. The popularity and spread of Hanryu has a close
relationship.

Korean films were first introduced to China and the rest
of Asia in 1997, but | believe that the only response was in
Vietnam and Taiwan. Taiwan was a little different, where
Korean pop songs first had a big hit, and in Vietnam,
the television drama series stirred an explosive sensation.
Without Korea even noticing, actors such as Jang Dong-kun
and An Jae Wook captured a lot of fans in Vietnam. No one
in Korea recognized that this was the beginning of Hanryu
at the time. | believe that this was the case because in Korea,
films and television dramas were not created towards the
Asian and international market. The sensation that began in
Vietnam later appeared in Japan as the biggest syndrome.
With the "Winter Sonata" that was broadcasted by NHK in
2003, it called an explosive interest from middle aged women
towards the actor, Bae Yong-joon, and finally, Korea realized
that Hanryu had such kind of tremendous force.

Later, these dramas gave a big influence to the countries in
Asia, and with the growing interest to film, Korean film was
able to establish itself in Asia. However, this was not the case
in Europe.

In Europe, Korean films were introduced at film festivals, and
they received excellent ratings from critics. After receiving
awards at the world's three biggest film festivals in Venice,
Cannes, and Berlin, interest for Korean film grew even more.
As a result, theatres in Europe steadily started screening
Korean films. It was a slow process, but the accomplishments
have gradually accumulated.

Unlike Korea and United States, Europe has theatres that
show art films that act as a foundation to watch a variety
of films. Further, in France and Germany, there are support
programs for theatres that screen wonderful art films and
films from countries that have not been introduced before.
An audience that understands films of different taste and
culture is brought up. As a result, Korea is number six of the
countries that exported films to France. This was possible
only because there was a foundation to digest different
cultures.

In Asia, drama was first introduced and then film, but the
only exception where film was steadily introduced was Japan.
Although not as many as Europe, it was still possible because
there was an opportunity to screen a variety of movies.
Even before the popularity, presentation of movies such as
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"The Man With Three Coffins" (1987) and "Sopyonje" (1993)
were made possible with the efforts of the Japanese people
that understood film as culture. In 2000, the film "Shiri"
was screened in Japan and it was a big success. Later, a
number of films such as "JSA: Joint Security Area" (2000)
were released. Some people say that "Christmas in August"
(1998) is another work that drew a lot of attention in Japan,
although not as much as "Shiri". However, Korean films
were sporadically presented, and even for "Shiri", which
was not a wide release right away, it was pattern where
the film was screened at a small theatre first, and gradually
moved onto bigger theatres. However, the situation changed
dramatically as you all know with the broadcast of "Winter
Sonata" in 2003. In 2004, the showing of Korean films in
Japan climbed up to 33. In Japan, there are 339 foreign
films that are screened in a year, so 10% of foreign films
were Korean films. Then, "Windstruck" (2004) surpassed the
record that was set by "Shiri". The revenue for "Windstruck"
was 1.8 billion yen, which was a tremendous breakthrough
for Korea. However, compared with such films as "The
Last Samurai," which had revenue of 13.5 billion yen, it is
only about one sixth so it is not as significant. However for
a Korean film, it was an event worth mentioning. Because
Korean films are not considering the international market like
Hollywood films, it is very encouraging that such a result was
accomplished overseas.

B What Happened to Korean Film

Korean film exports increased from $200,000 in 1995 to
$58,300,000 in 2004. Although it may seem insignificant
compared to the Hollywood film exports, this growth of
the film industry is phenomenal. The domestic audience
occupancy rate for Korean film in 1993 was under 16%, but
in 2004, it passed 50%. If the result is compared monthly,
some months are better than others and there may be not
much significance in doing so, but | would like to give an
extreme case in August. In Korea, the movie "Welcome to
Dongmakgol" was released. It is based on the Korean War
and the story is like a fairy-tale. It is a fantasy-like movie
where soldiers from the north and the south, together with
an American pilot that survived a crash, all work to make
a peaceful village, "Dongmakgol" that is free from the
influence of war. This film, together with a Cannes grand
prix director Park Chan-wook's new work called "Sympathy
For Lady Vengeance" that was released in Venice and
director Jang Jin's "Murder, Take One" were all released
at the same time. The audience occupancy rate jumped
to around 70~80%. The rate was lower for other months,
but it is very surprising in a market where Hollywood films
dominated in other countries. This shows that before the
international market and festivals had noticed Korean film,
or before the Hanryu boom in the countries in Asia, Korean
film was loved by the domestic audience all along. It is still
a mystery as to what happened to Korean film and how the
audience started viewing Korean film that much in 2004 and
August of 2005 when the rate did not even meet 16% in
1993. | believe that there is great significance in sharing our
experience with other countries where Hollywood films are
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dominating. Recently, UNESCO approved the Convention
on the Protection and Promotion of the Diversity of Cultural
Expressions. Culture includes film, but the United States
opposed to this. This convention on cultural diversity retains
the idea that by preserving the values that is held by each
country's culture, the culture can survive and hence, the
entire earths' culture can become healthier. Therefore, it
is important for Korea and other Asian countries to share
experience with one another. For that reason, | would like to
thank the organizers once again for inviting me.

M The Decline of Korean Film due to Censorship

1993, Korean film was at its worst condition. By 1998, the
direct distribution of American film has begun, but there was
a difference between Taiwan and Korea, even when they
were placed in similar circumstances. Korean had the screen
quota system, but Taiwan did not have such safe guards. The
screen quota system is a system in which domestic film must
be screened for some duration in a year, and is a system that
is acknowledged by international law. In 1993, there were
two reasons to why Korea was in a worse situation than
Taiwan was in, even with this screen quota system.

In the 1960s, Korea had an active film industry where there
were 150 movies that were created each year. However, after
the military power was established, censorship became strict
and the screenplays were inspected. After creating the movie
with that screenplays, the film was censored again and cut by
scissors; not symbolically, but literally cut by scissors. The film
that is cut cannot be restored. At the censorship institution,
there was the Central Information Agency (KCIA) and
there were inspection officers at the national police agency
headquarters. Now it may seem like an interesting story,
but at the time, some things could not even be mentioned.
The director who worked with "Chihwaseon" (2002) and
"Sopyonje" (1993) also has a work called "The Alaskan
Wolf," but the censorship authority at the time said, "Alaska
is located north. A cold country, that means north, that is
North Korea", so in other words, if considered in Korean
terms, it represents North Korea. He continued, "Why did
you use a word Alaska? Is it not a movie to remember North
Korea?" and banned the title, "The Alaskan Wolf." There
were such kinds of foolish censorship at the time. When a
factory worker was eating ramen noodles three times a day,
the censorship authority commented "ramen noodles are
cheap food, so if the protagonist is eating ramen noodles
three times a day, it emphasizes poverty," and the scene
about eating ramen noodles got cut. In such circumstance,
the originality of film directors becomes obsolete. Good
film cannot be created in this condition, and there was no
way anybody would embrace these censored movies. The
audience turned their backs against them. From the directors
since the 1960s, there is only one director, Im Kwon-Taek,
that survived the extremely rigid period of the 70s and 80s.
In such severe times, director Im Kwon-Taek continued to
produce movies with the spirit to create excelling works
despite the fact that they may never be shown, and there
were many films that were not screened. If four Korean
films were produced, he was allowed to import one foreign
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film, so he made his living with one imported Hollywood
movie and continued his work. Despite his rough times, the
director says, "it was my excelling days." Actors were also in
a similar situation, and all of them have disappeared. Actress
Choi Eun-hee was Korea's best star in the 60s, but one time
when | interviewed her at a cafe, no one recognized her. The
Korean people turned their backs against Korean film during
the period of regulation and the directors, works, and actors
were forgotten. Without the support from the audience
and if the theatre is not protected, the screen quota system
becomes meaningless. In that worst period, 1993, the people
in the film industry created an observation organization for
the screen quota system, and began screening Korean film
according to the law. Before this, during the 70s and 80s,
democratic movements were resisting against the military
dictatorship and cultural and fine art industries were also
part of the movement for democracy and freedom. The
movement of the film industry was expressed as one song,
and since the people who were involved in the democratic
movement sang this, the movement transcended to drama,
fine arts, and other forms of art. As a result, Korean songs,
fine art, and drama gained a diverse spectrum. Yet, film
censorship was still very strict, and the industry was about to
die out. However, after 1980, the youth in the film industry
began resisting the situation, and broke away from the
passivity. You may recollect the Kwangju incident, and
people who took interest in culture realized that it could have
been made into a movie if they had a camera, or were able
to record it. People began to recognize that they could gain
power by recording onto a visual image. At the time being in
prison and later becoming a director, director Jang Sun-woo
made the movie "The Age of Success" (1988) but he has also
made movies about the Kwangju incident. The young man,
who created the film club at Seoul University, became a film
director in 1988. It is director Pak Kwang-su who debuted
with "Chilsu and Mansu" (1988). Until 1988, history and non
fiction films had regulations and hence were underground,
but after 1988, it became main-stream in Korean film. The
audience changed as they watched these films. The audience
realized that Korean film was capable of doing such things,
having such power, and with the awakening of the audience
and the changing awareness towards film, the youth
gathered to the film industry. The screen quota observation
group established in 1993 was made possible because the
youth and the older people in the film industry worked
together. As the market's foundation was being established
by the resistance to censorship, what | consider significant
after thinking back is that, after the military power ended
and moved on to a civil government, that is, after the Kim
Dae-jung government was established, film censorship was
completely abolished.

B Road to Success

The Kim Dae-jung government identified the 20th century
as the cultural century, and selected film as the industry
that would receive government support. Until then,
government support was very limited, but with extensive
support, the Korean Picture Promotion Corporation that was
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long a strictly government institution was changed to the
present KOFIC. The commitee of the KOFIC is composed of
people in film, so the government only offers support. The
people at the scene make the decisions, and carry out the
policies which themselves have made. The KOFIC supports
the making and distribution of film, does marketing and
promotion overseas, conducts fundamental services, and
pushes technological aspects for introducing Korean films to
foreign film festivals. After such backup and establishment
of the Korean film industry, what was important was that
the market was also established. However, the issue of
diversification remains, and it is difficult to give support
to film that is tough to succeed industrially. Korea is in a
different situation than in Europe when introducing foreign
films, so | believe that Korea is still behind Japan in creating
a diverse film. Therefore, besides the support for artistic films
and its distribution, we continue the operation to bear the
marketing cost and support theatres that screen films from
Asia and specific countries in Europe.

In this situation, Korea has aided the youth that had a new
perspective towards film. When the New German Cinema
started, there were the words, "papa's cinema is dead."
These words denied the old German cinema, but Korean
youths in the 1980s said, "We have no papa's cinema."
There was no old film to be denied. There were youths
that considered film as a means to express freely and they
produced movies with a new determination. At this point,
there were the following four conditions.

1. There were youths who considered film as means
for free expression.

2. There was the screen quota system

3. Censorship was abolished

4. There were support measures for film

The abolishment of censorship was the most crucial, but the
success for Korean film lie in these four conditions. Therefore,
before the day when Hanryu was called for overseas, Korean
film has taken a step-by-step process.

The dramas were introduced first in China and these
were highly regarded as Hanryu, but sadly, movies were
introduced as pirated copies. For "My Sassy Girl" (2001),
the Chinese government suspects about 2.5 million illegal
DVDs were sold. The tally maybe questionable, but most
Korean films appear in China as pirated copies. Recently,
when visiting the DVD shop in Qingdao, there were more
than 200 pirated Korean movie titles. Therefore, the Korean
movie presentations at the theatre were also pirated copies.
| believe that the copy right infringement issue must be dealt
with in China, but realizing the Chinese government active
efforts against the problem of pirated DVDs, they may soon
be resolved.

The popularity of Korean film is increasing in Vietnam,
Singapore, and Taiwan as well. In Thailand, there are cases
where the film is introduced outside the theatre and some
people joke that "40% of citizens in Bangkok watch Korean
movies," but not all movies are screened with the official
distribution route. These cannot be considered as Korean
exports. However, we are very grateful that these Korean
films that were created without intention to the international
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market are loved so much overseas. We are also aware of
how much culture can be directly communicated through
film, and we would like to treasure these encounters.
Although 77% of Korean film export market is Asia, Japan
holds the biggest share. We truly thank the Japanese
audience with their generous hearts for accepting Korean
film. Regarding the Asian market that embraces Korean
film, | would like to excuse myself for talking in front
of the members of the AFI this way, but in the midst of
Hollywood film engulfing the world, Hollywood does not
seem to welcome us KOFIC approaching Asia. We believe
that Asian films must enter Korea as well, but due to some
particular historical nature, it may be difficult. We held the
Pusan International Film Festival together with the Asian Film
Academy called the AFA. This was not our idea, but ideas
from the Berlin Film Festival were borrowed. 18 countries
collectively made a school and director Hou became the
first headmaster. This was our first year, and considering it
a success will only be self-praise. However, we believe that
by having the Asian youth collaborating on one piece and
exchanging ideas through film was a big first step towards
Asia's future. Also there is a project, AFIN (Asia Film Industry
Network) where Japan's Uni Japan and KOFIC has tightly
joined hands. We started the project for Asian film members
to collaborate and have a joint promotion overseas, share
each other's information over the Internet, and ultimately
aim for co-production. 4 institutions from 4 countries have
started, but we hope for other institutions to join as well.
It is still small, but we hope it will be the first step to a
cooperative development to Asian film hereafter. We believe
that all the film members here and the Korean film members
share a common hope to build Asia through mutual
exchange and mutual development, and not a one sided
cultural domination of one country over another. Thank you
very much.

James Hindman
Executive Consultant of AFI

B Revenue Trend and the Theatrical Market

Representing an American, | would like to ask for
understanding with regards to having difficulty talking in an
internationally cultural context.

Until about three years ago, because total box-office
figure in the United States exceeded the total amount of
the world excluding the United States, the United States
was considered to be dominating film all over the world,
as it was written in some books, and it has been subject
to criticism. However, the circumstances have shifted, and
there is a dramatic change that is taking place. In the Asia
Pacific region, particularly in China, India, and Russia, the
magnitude of box-office revenue has expanded rapidly, and
that total revenue is suspected to surpass that of the United
States. In fact, since the admission fee in India is merely 10
yen, one can suspect that a tremendous figure is moving.
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Considering the progress of American box-office revenue, it
has leveled out, or fallen slightly. Looking at the attendance
number, it has fallen.

I'd like to pick up on the issue of business, and considering
the fact that no one is forced to go watch an American
movie with the point of a gun, it seems to be an innocent
issue. Until recently, major film companies did not necessarily
produce movies with the international market in mind. In
order to keep consistency, they never did. They might have
seemed to act otherwise, but from a business aspect, they
were contemplating on what would become a hit product,
that is, they were seeking for cross-over films. In other
words, they were seeking a product that could develop over
a wide age group and a variety of social classes and racial
groups. The requirement for a hit product is to propagate
to the smallest segment, because the American audience is
so diversified. For a mega-hit movie with revenue over $300
million, that is the crucial requirement. In that sense, if a
movie were to widely succeed in the American market, its
success in the international market is guaranteed as well, so
the American market is common to the international market.

B Characteristics of American Film

Critics of American film point out particular values or
attitudes that often show up as American narrative. American
narrative is a world of drama and certain values or attitudes
are included into the film. In the worst case, these narratives
can become trite and irritating, as you may have seen in
some movies. However, masterpieces have been produced as
well. Some works portray optimistic and positive individual
growth or social changes. Others may illustrate a flexible
and dynamic society in which an individual's effort may be
fulfilled. When producing these films, American narrative
has some prerequisites. People move freely in society, people
stride over different social classes, and difference of social
classes is avoided. Death is not mentioned, and themes
such as suffering and poverty are avoided. Further, there
are other characteristics in American film such as supporting
individual rights, but it is a different question whether the
film actually represents the reality of the United States.
However, American film is created with such narrative, and
many youths consider living in such a place. As a matter
of fact, many young Americans think so, and to gain such
experience with the 100 minutes of screening time, they pay
good money to watch movies.

M Film as Business and the Youth Market

In the 1950s, Americans created youth marketing. The
advertisement industries found us, the youth market. They
discovered that people's passion and the youth's expendable
income can be targeted. American film lies on the extreme
extension of youth marketing. Any cultural connection
such as brand names, stars, fashion, and music are used in
campaigns. A star presence would pack the theatre over the
weekend, and cars, hairstyle, clothes, music, and any flashy
style could be amplified by the movie screen. Therefore,
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brand names have been a subject of aggressive marketing.
Even before the showcase of movies, the movie is advertised
through brand names. Now | would like to discuss the
business of film and the people's incentive to purchasing
admission tickets.

In the United States, film is an extremely healthy business.
Originally, | was considering one of the lyrics of the blues
singer, Billie Holiday, "Them that's got shall get," as the title
for this speech. This song truly reflects the current film status
of the world and the title was "God Bless the Child."

Major movie companies in the United States produce movies
as business, and construct a film library. With it movie
companies can convert them to merchandise, and after
further marketing, they can resell the bits and pieces with
different packages. In that perspective, the domestic market
is a small fraction of the business. It is projected that this
healthy business would grow at a rate of 5.5% every year
for the next 4 years. However, the growth in revenue is not
because of more people going to watch movies, but rather
due to the increase in admission fees.

B Excessive Number of Screens in the United States

The United States is considered to have too many screens
and movie theatres. Currently, there are about 36,000 movie
screens and counting, but according to some experts, there
is at least 10,000 too many. What happens then is that there
will be a dynamic economic activity, but when that activity
slows down, the entire industry may slip at the same time,
causing an enormous impact to the economy. A lot of money
is necessary when developing film prints and distributing
them. Advertising to the market requires great effort as
well. Furthermore, the cost for producing the film itself,
which is called the negative cost, adds up. As the investment
becomes larger, the pre-advertising procedure must be
large scale as well in order for the film to succeed. 5 years
ago, the investment should have been recovered 8 weeks
after the release, but lately, it must be acquired in the first
4 weeks. Therefore, more products must be processed even
quicker. Although the movie companies are conservative
and unwilling to change quickly despite these circumstances,
there are some changes taking effect. For example, there
are co-productions, and shared film making costs, as well
as shared distribution costs. Risk is dispersed, and the
companies are still able to profit off of a hit product.
Because the screens must be used, there was more
diversification that was never seen before, and an unexpected
plus side was observed. They were festival pictures, which
were works intended for small-scaled movies or film festivals,
and are produced with a small film making budget. They
can be presented at the about 500 different film festivals
of different magnitude in the United States. If the movie
receives good reviews, they can be distributed to major cities
such as Los Angeles, New York, Dallas, and Chicago. In this
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kind of market, there is an increasing number of works that
are low budget but contain appealing content. In certain
cases, specific theatres release the movie for a span of 2 to
3 months. A phenomena that was never seen before was
increasing not only in art theatres, but in commercial theatres
as well.

There was an increase in imported film in order to fill the
screens as well. For example, there were martial arts movies,
animations, documentary works, and relationship movies that
depict human relationships. 50~65% of the revenue from
the hit products in 2004 were foreign works. Documentaries
were doing well, and the "March of the Penguins” (2005)
had an exceptional result and succeeded as much as Michael
Moore's "Fahrenheit 9/11" (2004) did. Warner Brothers have
never distributed documentaries until then, but it achieved
incredible success.

M Digital Film and the Development of

the Subsidiary Market
To satisfy a variety of demands, low cost digital production
has been generalized in the United States. It is not rare to
find a small-scale digital movie to be produced under the
budget of $500,000, sometimes even $100,000. For example,
my favorite movie of such film has been distributed to a
few cities. The title is called "Me and You and Everyone We
Know" (2005) created by a female director in her 20s. It is
her first work and a beautiful movie. It has received appraisal
that it has already recovered the film making and distribution
costs. Generally speaking, digital movies transferred to 35mm
film are not necessarily pretty, but this piece turned out to be
gorgeous and beautiful, reminding all of us of why we see
movies in the first place.
A trend in the American production situation is the explosive
growth of the subsidiary market, which refers to the market
besides the movie theatre. For example, there are the
domestic cable market, DVD rentals, DVD sells, and pay-per-
view. The revenues have grown to about three times that
of the theatrical revenue to around $30 billion. DVD rentals
as well as sells are dropping compared to before. Although
these are expected to drop in a span of a few years, the
market is ready for new technology. Most likely a home
theatre would be developed, and a selective on-demand
viewing service will be the new growing market.

M International Market and Strategy

Observing the importance of the international market, 10%
of the profit from hit products in 1994 was from international
market, but in 2004, international market accounted for over
half the revenue of hit products. Also, the 8 American mega-
hits drew in revenue of $250 million from the international
market last year, drawing the movie companies' attention.
Therefore, the companies devised strategies for the upcoming
international market. Some years ago, an international
marketing organization, UIP (United International Pictures)
that pulled together MGM, Paramount, and Universal was
established. However, MGM was bought out by SONY, and
Paramount and Universal went off to separate ways after



D HEEHZOTEHIMTRZIESHAIELWNL EVSER
KBV ZENZTNORMDBINTI—7 714 VBB EESD
BT EleEYE L,

BETNTWVBRIEFEERIELTOVWEEAD. 7—F—PV
T ERREMOEEICKDBEDOBAHERITTOET, L
APVALGHREBRCHRELEEDHENDZETENEE
BLTHBEEDL DTWISEEREDIFTIN.TNTH
WLTWBETAEERHY FHA VDA T AU HDR
BEHOEBEARANASE ESLTEIRMEFELTLEY
FIL.EMOBETIESELEHHTEHTELEETEE A,
FRIGKEHBLIEDSEVH>TREZRINTESZHESDH
HLEEDTIEEWESH. 7 A1) hDOBESRME LTI EHE
MY R—bLEWVDIFTIEETBTI LAV T2ER
TH3HE FlZIE THEROS(2002) ¥ TLOVERS (57 7 —
R)1(2008) TOV T TS —I XA (2005 EET7 A1)
HOMEEHDELEFIEDFBZTENTELE TN NS
IEREDFOHEE LTV Z FHA MESEHLGHEZFNITIR
BIBH0EVZRE. ZNET A ) HERDOERTENTES
HB5TY,

Bt RERAREE VS BV X R

5 —DEKZENER S LT BRESHANHRNEZREA
BEEISIHEARLES ELTWABZEDBITFSNFTH. &
NEV R DZBNWEY R AEETY, ERAZM CRFART
BITIEIERICOAR MDD Y X T PRIGEENDIEHICAZ—
EEZEICTHIERZEIETEZFEAL AZ—DWEIFNIE
AT 7 DFEBEIETHA>TLEVE T . Xfex—7 T+
VT AV E—IR FEBICRVERBETES TEWT.Ef
FroR—VEERBALETNEGY XA ZNZTHEIE
SDOIFTIDLS B OfeF ¥ IN—VHRBREITHEY FTITH.
FTNE—D2ICLTR—DEDEERELEITNREGY £8A.
THIEKEVRIVDZVEETY [ A2—T+—X IE
YV —FR31Q005) & KEHETIVT—AE L TEEFRIE TR
BARINESSNE LTz, Z 5 G2 T REI. ERAMRDHIR
BHOTEHDST.TNITEU T A HDAY v —%KIF40E
FILEDBEBEDHEEH > TWVWADIFTT. LI L. EHS
EVO TEHERBLARILRINT 2HESHENTIEHY X
Hho

TNTIESB.ESVWSAENEZSNZHEVWVET
EESKYESICHYERANMEREINTVWET . DFEVT
NXTOHFHZICH L TCERLARTSEWVSDTY, BRE B
+.DVD DERE. I — IV TCOEREYAF T FOERHE
HLWEKE VD TETT 75 TNSERROHERIC &R
MTEZDE LNEFLADEKHICZSOVSRRIFET ZD
CTLESDTARS—D by LR T A 3~ 5EM
RICZSWVSREPBT PO TLBEV>TVE T, BEEE
BlIEZS LItRRERBHNICEZ D EDICE>TETLE
T, CIEERRE L TEANEZSNZHEVWVE T & BRE
BBICR TV D EKY KWRREDCBEVNS T E
ICBEVET . KOBREREZ D W DAY FEGEET S
EDNNAT7IERITBEDNTEEZRET 5 LD BIBIKEIC
MEZEICTTS ETATIEEL —DODEERERIT 55L&
RABDIFTT . LHhLThE BOERITIIILTcT—<
TUBEBDDY TERTEHEVDETTIFEAEDME
SHEEETEF > TVETHA. SEXHTBDHEEND Y X
LTe 5. BLESHRADBREICEFFNDDTIEEWLDE
BRLTVET,

failing to work together. It was concluded by companies
that joint process can add cost and risk. They decided to
independently conduct their own marketing schemes.

It is not well known, but Warner and SONY have local film
production departments. They sought to utilize the system,
such as the country's tax preference scheme and monetary
support programs to produce movies, but there are no
places where it has succeeded. Once there is capital from
American film companies, cost increases inevitably, and
local production suffers from exporting the product. Wide
distribution does not necessarily mean automatic recovery
of investment, and American film companies do not readily
support the idea. Works such as "HERO" (2002), “Lovers"
(2004) and "Long Engagement" (2005) have had international
break-through and attracted money for the film companies,
but these are not typical films. American film companies
invest in films only because the investment can be collected
from distribution with in the United States.

B The Business Strategy of Simultaneous World Release
When American movie companies try to escalate the
simultaneous world release, it could have interesting effects,
but it is a risky business strategy. Simultaneous release at
different parts of the world is very costly. Stars cannot visit
every country and conduct promotion activities, and without
the stars, the media attention is low. Also, marketing
slogans or messages must be solidified at an early stage,
and advertising campaigns must be presented. Each country
usually needs different campaigns but a unified campaign
must be prepared. This is a strategy that is full of risks. "Star
Wars : Episode llI" (2005) was simultaneously released to the
international market as a big model case. This was due to the
appearance of pirated copies, and an estimated damage of
$4 billion was avoided by American major studios. However,
even so, there is no guarantee whether a simultaneous
release would succeed.

Then, what measure can be considered in the future.
Something more peculiar than the current situation can
be imagined, namely, simultaneous release for all markets:
theatre, DVD, cable distribution and on-demand service all
at the same time. Then, appearance of pirated copies can be
counter measured, but can such a situation really happen?
Disney's top, Robert Iger sees this situation in 5 years. Movie
theatres are starting to consider this tragic situation. Then,
as a solution plan, theatres must create an even better
atmosphere and place for people to come. By building
quality theatres, hosting events, adding cafes, and setting
up shops, the theatre becomes not only a place to watch
movies, but a place to offer the total experience. However,
this is worth debating for a week with an independent
theme at a separate occasion. Most film companies own a
music department, and similar to the collapse of the music
industry, they fear a similar situation for movies.
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M The Future of Digital Cinema

To attract people to theatres or to stop pirated copies from
circulating, digital cinema can be a solution. | believe that
film making cost would be even cheaper, and instruments
will readily be available. Currently, there is technology to
realize digital cinema, matching the quality of 35mm film.
This business model is beneficial for both movie theatre
owners and movie companies, because pirated copies
proliferated due to the lack of movie theatres around the
world, especially in China, India, and Russia. Even in Japan
and Korea where there are a lot movie theatres, the screens
are limited for products that are intended for a small market.
Asia has a big possibility of the problem of not enough
movie theatres to screen those films but the problem may
be solved with digital cinema. The Chinese government is
planning to create a chain of digital cinema theatres, and
within a few years, 600 new digital theatres will be built.
England is supporting this idea as well. To watch movies at
a digital theatre would be preferred over watching a low
quality pirated copy on television. 50 inch plasma screens are
gradually getting cheaper, so home theatres would probably
be the last source of revenue. If on-demand movies drop
their prices, the time will come when audience from home
increase, and newly released movies will be viewed in home
theatres.

M Organizations that Support the Film Culture
Compared with other countries, the leading American NPO
started its activities to support film considerably later. In
countries such as Sweden, England, France, and Australia,
there were NPOs that directly support the film industry with
financial help from the government, and these countries
already had public film associations, where the budget was
raised from the government in order to show movies and
train film artists. However, in the United States, it was not
welcomed for the government to support the industry, and
in that sense, there was no support for the arts. For the
government to support a showy industry such as film, the
government saw itself with skepticism. Generally, there
has been a trend for most industries to avoid government
regulation, and there were many cases for self regulation.
In 1922, The Motion Picture Association of America (MPAA)
conflicted with the government over censorship when it
created its own rating system to avoid censorship. After
World War I, there was a general shift to conservatism, and
at the time, Europe was strongly conservative. Currently,
MPAA has very strong influence in the American congress.
As you may all know, Jack Valenti has wielded power in
MPAA for 40 years, and has a very strong political influence.
The Academy of Motion Picture Arts and Sciences was
established in 1927, and it is an industry organization that
reflects the American film industry. It is very interesting,
because it is an academy created by independent contractors,
and not a business. The academy awards are incredibly
famous as you all know, and with this, the Academy of
Motion Picture Arts and Sciences earns tremendous profit.
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Backed with this financial strength, it is also preserving and
restoring film. For preservation of old film, the government
organization, Library of Congress, has started to operate, and
the AFI has also started collected American classic film that
has been dispersed through out the world, to about 40,000
films.

H The Activities of AFI

In the United States, the collection and preservation of
classic films was proposed by the founder of AFI, George
Steven Jr. Before the proposal, old films were treated like
old newspapers and thrown away, and the people were
indifferent to the preservation of film. 50% of American
films created before 1951 has been totally lost, never to be
retrieved. Therefore, the AFI stepped up to the collection of
what old American films remain. Archive research took many
years, but the AFl is now in the process creating a catalogue
of films collected up to the 70s. Also for films that were
distributed abroad, if those films were lost in the country
where it was made, AFI conducted activities to recover those
films back to the original country.

The apprenticeship of American Companies was gone by the
late 1960s and at the same time, there were no more places
to learn film making. Therefore the AFI decided to make an
art school called the AFl Conservatory with the concept of a
school that attracts students from around the globe. Since
the opening of the school, about a third of the students
are not American, which is one of the reasons why the
school has been succeeding. Graduates include David Lynch,
Terrence Malick, Ed Zwick's , and many cinematographers
and screenplay writers have been educated as well.

Finally, I would like to talk about "being international."
That is the reason why | am here, and the AFI emphasizes
the cooperation with other non-American governments
and film organizations. Right now, | am collaborating with
the government of Jordan and a university in Korea, and
developing a training program for new cinema, and the AFI
is trying to develop such training activities.

| am running out of time so | would make this brief, but
for the future, the following points would be significant for
drawing in the new generation and sustaining the strength
of the industry: use media for higher education, utilize
local film festivals, make available the different styles of
film at places like the art theatre, support cheaper digital
production, gather a diverse audience, liberate the financial
policies for commercial film and create tax preference
systems, financial support programs, and investment plans,
and also NPO should take corresponding actions that meets
the regional needs. With this approach, further development
of the global film culture can be made possible, and we can
be proud of ourselves. Thank you very much.
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Monique Barbaroux
Deputy General Director of CNC

M Culture and National Strategy

| would like to talk about the export of French cultural
assets, but my theme covers the issue, strategy, measures,
funding, and means of cultural exports, so my speech may
cover a narrower range compared to the previous two
speakers.

First, there are different kinds of cultural assets such as films,
records, books, and copyrights, and the reason why France
encourages cultural exports is that cultural assets can be an
object of national strategy. One reason is an economical one
to improve trade balance. Also, producers of film and music
can be supported internationally. American and French ideas
towards film and culture differ in this way, and | listened to
the speaker from the United States with much interest. The
export of French cultural assets is a national strategy, and
although it has an economical incentive, it also falls within
the range of a cultural strategy as well. France constantly
wants to make our writers and directors known to the world,
and this idea stems from the standpoint to promote cultural
diversity. Therefore, the focus for exporting cultural assets is
a cultural issue.

M Traversal Cooperation and Collaboration

The Ministry of Culture that | work for is not the only
government institution that deals with the export of cultural
assets. The Ministry of Foreign Affairs and the Ministry of
Trade are also involved. Furthermore, out of the country,
there are cultural counselors, diplomats like Visual attaches,
and attaches in jurisdiction of the Ministry of International
Trade and Industry. Film related attaches are stationed in each
embassy, and in Japan, for example, there is a dispatched
cultural counselor who is in charge of the Ministry of Culture.
This network of embassies and diplomats is used to promote
the export of cultural assets. We emphasize cooperation
between ministries, and for the Ministry of Culture, we work
with both the Ministry of Foreign Affairs and the Ministry of
Trade. Here lies a problem. The cultural perspective of the
Ministry of Culture and CNC is not necessarily an economical
perspective, and it is also different from benefits gained from
the networks of diplomats. Therefore, at times, the Ministry
of Foreign Affairs' diplomatic benefit is prioritized over the
cultural one.

I will give you an example in Japan. We always wanted
to work with the Agency for Cultural Affairs (Bunka-Cho),
and we exchanged a memorandum to build a cooperative
relationship. All of us at the French Ministry of Culture
wanted to take it one more step further. However, one of
the French diplomats said, "Japanese people are not always
acting in concert with the French Ministry of Culture." That
is, due to some conflict over the UNESCO Convention on
the Protection and Promotion of the Diversity of Cultural
Expressions, they said they were not able to work with us.
We had a similar problem with Korea as well. This kind of
problem may trigger a long debate, but it is always possible
to reach an agreement after a discussion.
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B The Development of Culture Export Strategy

Our policies regarding export have considerably changed.
It is almost 60 years since CNC was born in 1946, and it was
first under the jurisdiction of the Ministry of Industry. In 1959,
the Ministry of Culture was established by Andre Malraux,
and after that year, film and television shows were placed
under the jurisdiction of the Ministry of Culture. At the time,
however, the export of cultural assets was not the immediate
interest for the Ministry of Culture. In the beginning, the
focus of the ministry was on fine arts, and in 1959, the
ministry offered a lot of support to creators, which in turn
benefited the French audience. As more French film and
records were exported, supporting export, as it is done now,
became an interest for the Ministry of Culture. Currently,
the budget allocated to cultural assets export support is very
small. The 2006 budget is currently under consideration,
and out of 19 million euro that is reserved for international
activities, 8.3 million euro is managed by CNC as subsidy
budget. Added on to it is CNC's special resource fund. The
amount that CNC provides for the export of cultural assets
is 8.3 million euro out of 19 million euro from the Ministry of
Culture, which is not much. Since this is not enough, CNC's
own accounting keeps about 20 million euro. This is the
export policy of the Ministry of Culture.

Regarding the strategy over cultural export, out of next
year's six priority contents, three are somewhat related to
cultural export. The first is to further intensify our activities
in Europe. There is a European fund called the Eurimages
fund and it is important to place more emphasis on this
fund. The second is to strengthen the activity called the
Cultural Season, where France and partner countries make
cultural exchange, like holding Japan Year in France, for
example. With China, we held China Year and France Year
for three years. In China, French films are very popular, and
in France, Chinese films are gaining popularity. We also
have relations with Brazil, and currently holding Brazil and
France Year. For a few months in 2007, we will hold Korea
Month. In these events, priority is given to the export of
cultural assets, as is expected. The third is to work on the
issue of cultural diversity, which is France's principle from
the beginning. Regarding cultural diversity, Ms. An has just
made some discussion about the UNESCO negotiation, and
| believe that each country should establish some measures
to support their own culture, rather than liberating all of the
cultural departments or audio visual departments. In fact,
| believe that this is an absolutely important requirement.
Co-production through mutual cooperation is not possible
without this, so we have an agreement for co-production
with countries that have policies to support cultural diversity.
It has been a rather patchy explanation, but this is France's
strategy for cultural export.

B Export and Import of Film
Comparing the export and the import sum of cultural assets,
both export and import of music are increasing, and the
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difference between export and import of cultural assets is
getting smaller. For films and television programs, the export
sum from 2003 to 2004 has increased 20%, resulting in a
profit of 223 million euro in 2004. 78% of the export revenue
of films was from new releases, that is, films that were
produced within 5 years. Old films listed in the catalogue are
less than 22% of the export revenue.

The top 3 export counterparts for French films are Germany,
Italy, and Japan. The top 3 remained the same in 2003 and
2004, and these three countries account for more than 40%
of the exports. The fourth is Spain, then the United States,
and Canada. As Dr. Hindman has mentioned, "The March
of the Penguins" made a big hit at the box office, so in the
statistics of 2005, it is expected that the United States will
come in the 4th in front of Spain. Japan is considered a very
good market for French film export, and films are exported
regularly. Also, we make contacts with Japan periodically,
and they buy films from France for a fairly high price.
Considering trends in the following few years, new markets
will appear. These new markets support films of their own
countries. The more support a country gives to its own films,
the more interest it shows in foreign films as well. The United
States is the only exception, but it is true in Korea. There
are also increasing demands in Thai, Singapore, and China.
Although there is censorship in China, there is a growing
market there, so from 2005 to 2006, the order of Japan and
China may change.

Now, looking at the number of French companies that are
involved in export, there are only 18 businesses that export
films. This is not a large number, and three companies
account for 50% of the entire revenue of the film export
business.

H Export and Import of Television Programs

Compared with films, television programs are not as
excellent. The export revenue for 2004 showed improvement,
increasing by 108 million euro, but the revenue has been
declining for 4 years in a row since 2000. By the request of
the French cultural minister, CNC has submitted a proposal
for getting out of this crisis. With the help from outside
experts, the proposal suggests ideas to prevent the sales of
visual programs from slipping further down.

Animation is the most popular among television programs.
Documentaries are stable, but fiction and drama are not
selling. If you see a French drama on television, you would
realize that it is clearly intended for French audiences.
Also, it is in 90 minute format, not 150 minute , which is a
disadvantage for exporting them because it does not fit into
the time frame of foreign programs. Clients for these kinds
of television programs are similar to clients for films. One of
the important aspects of being a good export market is to be
economically wealthy and have TVs, so that definition would
include west Europe, North America, and Japan. Korea and
China also have potential, and they show interest in buying
TV programs from France. France is also attempting to make
a cooperative relationship with other countries, but Black
Africa does not buy TV programs from France at all. This
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is because they lack funding for a public television system
to function, and cannot afford to buy programs. India has
money, but they are not open to French films. India already
has an excellent film industry. Therefore, they do not show
much interest toward French films and TV programs.

B CNC Takes a Major Role in Film Promotion Policies

The export support that CNC is conducting is only a part
of the entire film industry support policies. We carry out
various kinds of support, such as, production, distribution,
exhibition, export, and international cooperation. All of
these are involved at the international level. For example,
CNC has something called support accounting for French
producers. The revenue source for this is special taxes.
Taxes are collected from television commercials, and there
is revenue of about 500 million euro each year. This amount
is split among producers, distributors, and exhibitors. When
there is a film production, subsidies are provided from the
support fund that CNC is managing. That is, a part of the
production money is taken out of the support fund, and then
it is used as a financial source to export films. Therefore, at
all stages of production, distribution, exhibition, and export,
it is designed to promote export. This is an aggressive policy
of the government. Earlier, the government did not make
this kind of action, but now, they think that films should be
shown not only in France and Europe, but internationally. In
addition, | would like to mention the automatic support for
films that is part of the CNC system. This is an automated
system that calculates how many tickets were sold and how
many times a program was aired on television, and prioritizes
where the subsidy would go and how much would be given.
As other speakers have mentioned, export becomes active
when the domestic market is prospering. If there is no
industry that is flourishing domestically, export does not
prosper.

France makes about 210 films a year, and there are 5500
movie theatre screens. There is a total audience of about 200
million, and in Paris where films from various countries are
shown, you can see about 650 films each year. The domestic
market is very solid. It is also very unique. Taxes can be
collected, which in turn circulate back to producers and also
become funding for promoting exports. | think that this is
necessary and important in supporting films, but this is not
enough. Film contents should be considered as well, like in
the United States where they take proper measures. In France
where a lot of films are made, the mechanism exists, but
there is a tendency that French directors do not always make
films that are suitable to the international market. "March of
the Penguins” is an example. Its popularity is increasing and
there is a range of different genres including auteurism films
and animations, but French directors do not care whether
their films are suitable to the Asian market. Tools for export
are there, and we think that we should be more open
toward the Asian market, although it may depend on a give
and take situation.
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M France and Japanese Films

| was asked a question yesterday about what kinds of
Japanese directors are popular in France. We have a strong
interest in foreign films so we researched the works that
made a big hit during the past one year. New works of Hayao
MIYAZAKI and Isao TAKAHATA will attract everyone and
drive Japan's export revenue. Therefore, Japanese anime is
the most popular in France. There are also films of auteurism.
Works shown at film festivals such as those created by
Kiyoshi KUROSAWA and Takeshi KITANO will attract about
200,000 to 500,000 audiences in France. Mr. KITANO is very
popular in France as a director, and not widely known as a
comedian. Other popular films are Japanese horror films,
ghost related films, and works by Hideo NAKATA. Works
of cultural heritage are also high evaluated, because France
has always enjoyed Japanese films as culture. Retrospective
exhibitions of Mikio NARUSE, Yasujiro OZU, and Kenji
MIZOGUCHI are often held. These Japanese films are still
popular. We are thinking about including two aspects
of films in the agreement memorandum that Japan and
France signed at Cannes, where one is leading-edge films
of auteurism and the other is mass market oriented films.
France and Japan have not decided which films are suitable,
and we are planning to discuss further options.

Export and co-production clearly relate to each other,
and there are about 40 countries that signed the co-
production agreement. Export is a lot easier for those
countries. Countries that recently signed the agreement
include Germany, Italy, and Belgium. We are now
making negotiations with Japan about cooperation and
co-production, and it will be an important solution for
promoting export.

M Subsidy System for Film Export - Means and Measures

In France, in order to promote export, there is a kind of
battery that supports every film and television program. First,
there is a subsidy system for businesses, and there is selective
support for the upper division. For the lower division, there
are subsidies for distribution. In 2004, there was a subsidy
system of 900,000 euro, and you can receive a subsidy when
you make or show a film. For the upper division, when
filming is over, you can receive subsidies for exporting that
movie to overseas. Those are subsidies to open up new
markets. Uni France which has branches all over the world is
directly involved in this. Uni France has a yearly budget of 7.5
million euro and they invite distribution businesses to France
and introduce them to French export businesses. Therefore,
this system can offer subsidies to Japanese import businesses
when French films are exported to Japan. CNC provides
the budget, and Uni France manages it. CNC is a national
institution, and it is a public institution under the jurisdiction
of the Ministry of Culture. For promotion, there is another
association, TVFI (TV France International) that receives
financial support of 3 million euro from CNC. The function
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say is that the freedom for people to seek after the kind of
culture they wish to pursue should be secured.

MODERATOR: It is a profound theme so it may be difficult
to get a definitive answer. Let us move on to the next
question. The question is, it was very interesting to find out
that the policy to promote cultural diversity is a big factor
for export and import of culture and films. The person
who asked this quesiton wants a more specific explanation
regarding this policy. | would like the panel to answer this
question. Will you please start, Ms. Barbaroux?

Barbaroux: Our support scheme initiates from the
acknowledgement of cultural diversity. For example,
CNC automatically provides support at all levels from film
production, distribution, exhibition, to export. Besides the
mechanism to support producers based on showing and
broadcasting of films and television programs, there are
also selective support procedures based on CNC policy.
About 40% is selective support, and this makes it possible to
support films that are difficult to raise funds. In this case, we
provide support in the form of early production money. This
is how cultural diversity is maintained. Regarding this, France
believes that selective financial support is important. This is
not an issue of film showing results or an economic issue,
but what matters is that we selectively provide financial
support in consideration of cultural or artistic values.

The concept of cultural diversity in international aspects
was initially called "cultural exception." About 15 years ago,
struggle started to defend the French "cultural exception,"
and this word was viewed as a relatively aggressive concept.
Therefore, to gain consensus from other countries, we
started using the concept of cultural diversity. As Ms.
An from KOFIC mentioned earlier, UNESCO signed the
Convention on the Protection and Promotion of the Diversity
of Cultural Expressions a few days ago (October 20th). This is
an agreement to guarantee cultural diversity at the UNESCO
level. Therefore, on one hand, you need to make negotiations
with the WTO, and on the other hand, you need to take
the UNESCO agreement into consideration. Films cannot be
treated in the same way as other products, and the WTO
too must take exceptional measures to maintain cultural
diversity. There had been long negotiations until we reach
this level, but for each country to protect its own culture, it is
OK to take any support policies they like. From now on, even
during negotiations at the WTO, you cannot ignore policies
to protect domestic films and television programs. It also
means that these policies are not disrupted by agreements
between other two countries. Korea is also involved in this
situation and will you give us a supplementary explanation,
Ms. An?

An Cheong-sook: Sure. Likewise in Korea, the movement
to protect the screen quota naturally developed into a
movement to protect cultural diversity. The representative of
France already talked about cultural diversity so | would like
to add one more thing. The Convention on the Protection
and Promotion of the Diversity of Cultural Expressions is a

47




FLILBEZDLSHERMESONDEVD L THIZD
MELFICEDED ERBOBETND EEAOHEE
BOET . 7AVATIIREZERE VWV BETIEREZ
BREEEDLTUELEV>TVETH HADMETHIZZEE
ATcEEI HBBVEREZTNZZIFANSEADRBICIE
B LBHERFRIEFEEILAGVERVET. TIHS X
L2 HRERNIS. EOBHZRET B cHICBELDH D
ERVET,

BRE (RA T AMBREALIEVDHEWVNSEODIFHE
THEYETH VDB TL &S,

NV RV FAEEHIEDZHEEEFEELTEVET
TEEETHYEFI . HEUEDHMEIFLEATEY TEA,
CNIEETNEDRREIFTTELE>ELVRAN SRS
WEBVET, S v Y —IKBERMSANTZ ENTEVE
T BENMFLICEBYE L. WTNDEBEEE35mm D
TAIVLIEBAA R E DY bO—I)LE LTWBERER
EX{bEWSDHH Y FT . BEDHEIHIES IR K
AFEOBREIZELOVREEZT (RKEINDDITFTY,
ZITHARTHET L. ETFHERDICLEA TV v I
T EVHESEDH Y  EVWT 1 IVAA—H—TcBH@E
HOBRBEIE DL > THEYVET . TNEVWAWVWALEETAT
BNIZERNREBETAEICETABY F L, TNIEIE
NREXETTH EXDOBRBELEIEH,Y TlEEL T LWAL
A ETATERENTVE L. TIHS.ARICESN
LD TIEEWVWDIF T T T TORELN M\
FTEDIEILCHEWERWET . 7 XU ADXEIEMT 5 &
BZRMIFIFINBEREAT 4 7OXXLIEIEEITRENT
T CIDSRMEEDTELLEVERALNSRBINERLLER
WEY, 7U—<—47v Me.7U—DOXtidfh EE DB
THEAMETY,

BRE FBICELORVEETTDOTHELNGHBREICE
ADHEZEDTIEEVWEVWSDIF ERAD TEEINTO
5LEBVET REICEFRTR. COBEICELTHAIFE
SWHIMBICHBDTL L DD,

F BEE ULSHRERNICERLTRREL TV SD
T XEDEREDRBS LOVEDTHB I LIFFSIR
HWOBEWT ERERVWE T EBEDBEEZ TITNIEE
S5HVDIFRIFTD TEZHRERKICTOVT.BHED
ERRIEEAEZDFEEEMSHEVEVNSTELBIET,
SHEAPSBRITNELES LV EE L TXIEDZ
HERD LB HRERNNICER LRI TRDZDT
B BROEREAICUEDSHEEICOVTERATES
WERELTESIBRE D 2TLDEITNIEVIFEL,
ZOLETHRAIBREZRZKICCERNEDL S TRR%ZE
LTWLKDEVWSTENHTLKBDREBESELERVET 75
YAPBEDL D IELDZHREZERLSENERHL TV
BERB ZESVSBRTHEFARICLEITNREGESGVERS
L.XEF&E LTHERDXIEDZ KM Z ESRITIESTE
STHTHLEVSREAPERZ RO TV HERZ. TND
SAVCRITTODLGEITNRGESHEVWER>TVET,

FISE [ XLDZHEZ LN L TFEDIERLICROZR

W LD EGEDGEHIEOEGWEETI DT T DED
L7 a3V TEBOREELVERVET,

48

concept that stands opposite to what the representative
of the United States has said about liberating the cultural
market. Films from different countries must have equal
power for free cultural exchange. Germany has finally
reached an audience occupancy rate of 20%, but there are
still countries where the rate is below 1%. American films
take a big portion of that. In the United States, powerful
companies used to dominate the market in many cases, but
since the 1940s, a number of laws to regulate fair trade have
been established. The reason why such laws were created
was that there was a concern that it would be against the
public interest to leave market competitions to take their own
course. In the United States they call films as products, and in
Korea, films are not products but culture. When considering
the worldwide film industry, there is no theoretically liberal
competition between a strong subject and a passive object.
Therefore, the Convention on the Protection and Promotion
of the Diversity of Cultural Expressions is necessary to
guarantee true freedom.

MODERATOR: There is a question if there are any negative
factors.

Hindman: It is the truth that we believe in cultural diversity.
No one wishes for a cultural domination. | would like to state
this point not only in terms of production profit but also
from a wider perspective. | visited Myanmar several years
ago. Lately | also went to Vietnam. In both countries, they
have a formal film culture where the government regulates
and controls 35 mm films. The government control is very
strong and high-budget films are distributed only after strict
censorship. Upon investigation, there exists an informal film
culture where videos are major products, and young film
makers are creating interesting films. There were also a lot of
informal videos to show these films in various places. This is
an informal culture, and videos are played not only at formal
theatres, but at various places. Therefore, culture that can
be discusses in formal conversations is not the only culture,
and it is not a good idea to polarize our conversations here.
American culture can be criticized if one wishes to, but
the current media culture is incredibly deep. Therefore, we
should be viewed from a wider perspective as well. We aim
at free market and free culture.

MODERATOR: | think that everyone understands that this
issue has a very long history, and it is not easy to get an
answer. Lastly, Director TERAWAKI, what position does Japan
take regarding this issue?

TERAWAKI: Japan has agreed and voted for the Convention
on the Proteclapan has agreed and voted for the Convention
on the Protection and Promotion of the Diversity of Cultural
Expressions, so it is indisputable that cultural diversity is
something wonderful. However, what Japan has to consider
is that, in fact, Japanese citizens do not even know the
existence of the Convention on the Protection and Promotion
of the Diversity of Cultural Expressions. What we have to do
now is not only to support cultural diversity as a country and
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agree to the Convention on the Protection and Promotion
of the Diversity of Cultural Expressions, but also to create an
opportunity for our citizens to give careful consideration to
cultural diversity and recognize it. At that point, for example
when people see a movie, there is a question of what choice
they make. We should learn from countries where citizens
already acknowledge cultural diversity, such as France and
Korea, and the Agency for Cultural Affairs must set up
opportunities for our citizens to promote awareness and
understanding regarding how we should accept cultural
diversity and what actions we should make.

MODERATOR: How to protect cultural diversity is an issue
that is truly deep and difficult to answer. We would like to
discuss this matter again in the reception after this session.

B The Status of Japanese Films Overseas

MODERATOR: Here | would like to move on to the panel
discussion. The theme is "films that cross the borders," and
we will take a systematic approach, but first, in order to look
back on "the status of Japanese films in the world," | would
like to ask chairman SAKOMOTO to make a presentation.

SAKOMOTO: The French speaker mentioned the pattern
of presenting the film culture that has relatively strong
auteurism, and the American speaker mentioned the
movement of keeping things free so that the market would
accept them. Previously, films with strong auteurism used
for form the mainstream in Japan, and the market was
treated rather perfunctorily, but now, there is an emerging
movement to create films that the market would be willing
to accept. The world's evaluation of Japanese films is getting
higher, but it is a different story whether they are actually
seen in foreign countries. After all, Japanese contents that
are highly rated by the international community are restricted
to anime. There are remakes such as "Ju-On: The Grudge"
(2000) and "Shall We Dance?" (1996), but basically, anime
is at the center. Looking at films in terms of the export
volume, the export revenue of the United States is about 1.7
trillion yen, the export revenue of cultural assets of France is
24.5 billion yen, and the revenue of Japan is 6.6 billion yen.
Therefore, the present situation of Japan is that there is quite
a gap between quality and quantity evaluation of films. In
order to measure the strength of Japanese films, | want you
to see the Hollywood movie, "The Last Samurai" (2003). Even
though it depicts Japan, the Hollywood version has been
exported a lot more in quantity, and it shows that the export
power of Japanese films is regretfully very weak. | think it
is @ common issue for Japanese films to think of ways to
overcome this.

MODERATOR: Earlier, the guests from the three countries
mentioned that the Japanese market is a very good market
for them. Conversely, how are Japanese films positioned in

these three countries? | would like to ask Dr. Hindman first.

Hindman: Simply put, Japanese films are treated as a special
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kind of products that are first presented at film festivals.
Sometimes, some films get a break from there, but anime
is an exception. Although not as big as expected, a certain
group of audience is established. Horror films cross over with
American ones, but as a cultural phenomenon, Japanese
films are presented more often at film festivals than at a
commercial level.

MODERATOR: How about in France?

Barbaroux: When Japanese films are put on the screen
in France, whether they are old films for retrospective
exhibitions or works of young directors like Kiyoshi
KUROSAWA, they all receive high evaluation. That is also
true at film festivals. | have just taken a look at the list, and
Japanese films introduced in French film festivals extend to
three pages. Other popular Japanese films are anime films, of
course, and when a work by Hayao MIYAZAKI is put on the
screen, you can easily expect that about 2 to 3 million people
would come and a good box-office record always follows.
The question was about the position of Japanese films. In
France, Japanese films are foreign films. In France, there
are two main subsidiary systems. The government checks
whether a film is made in French or many of the names
in the title are French. When producers and directors of
such films are subject to a selective subsidiary, then there
is a possibility that these films are put on the screen in
France. Currently, Japanese films are not subject to a public
subsidiary system, but it is not a matter of value, but because
there is no agreement between Japan and France. Therefore,
| guess it is obvious what direction should be taken in order
for the status of Japanese films to fit into the regulation.

MODERATOR: Then, Ms. An, how is the status of Japanese
films in Korea?

An Cheong-sook: In Korea, Korean movies hold more
than 50% of the share. The remaining is mostly American
films, but significant figures are also generated by Chinese,
Japanese, and French films. Korea is in the process of
establishing channels for introducing various films, so we
are not satisfied yet. There is a regulation in Korea that films
we support must come from countries where the audience
share is below 1%, but Japanese films hold about 3~4%
share in Korea. Due to historical issues between Japan and
Korea, Japanese films were banned for a long time, and it
was in 1998 when the first Japanese film came to Korea. And
it was only in 2000 when the Korean market was opened
to Japanese animation films. So, the history is very short.
Before the official market opening, many Japanese films
were introduced at the Pusan International Film Festival, and
many Japanese directors visited Pusan. Whenever Takeshi
KITANO comes to Pusan, he is always surrounded by cheers.
Shunji IWAI receives more applause than any actor from
any country, and Shinya TSUKAMOTO, Hirokazu KOREEDA,
Kiyoshi KUROSAWA, and Takashi MIIKE are always at the
center of talks at the festival. It may be still difficult to bring
the excitement at the film festival to theaters, but efforts
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being made by KOFIC and the film industry to promote
various film cultures become successful, high evaluation
received at the film festival should lead to high evaluation in
the market. Director Hayao MIYAZAKI had been very popular
in the anime world even before Japanese anime films were
officially imported. "Howl's Moving Castle" is included in
Korea's top 20 box-office records of 2005. This it a bit old
film, but director Shunji IWAI's "Love Letter" (1995) had great
success. At the press interview in Pusan, Mr. IWAI said "In
Japan 200 thousand people saw it," but in Korea where the
population is smaller than Japan, 600 thousand people saw
the movie. "Crying out love, in the center of the world" (2004)
was also popular. Therefore, even if the market share is not
so high, success is possible through cultural commonality of
the two countries, and even growth is possible. One more
thing | want to say is, whenever | see films of Hirokazu
KOREEDA, Shinya TSUKAMOTO, and Kiyoshi KUROSAWA, |
feel that the directors would be greatly encouraged if more
Japanese people see these movies. As a person from the
film industry, | hope that the Japanese film industry holds a
campaign to provide more opportunities for Japanese people
to see these marvelous Japanese films more often.

B Striving for Exchange through Films

MODERATOR: | would like to ask Mr. TERAWAKI. How do
you want Japanese films to be in the world, in other words,
what Japanese films do you think should be introduced to
the world for the best interests of Japan?

TERAWAKI: As a film fan, or as a film critic, | feel very happy
to know that Japanese films are highly appreciated at film
festivals in the United States, France and Korea. However,
from the standpoint as the Japanese government and the
film industry as a whole, it is totally inadequate. Cultural
diversity is important, so it is important to distribute films
that are capable of conveying cultural messages. Artistic
evaluation received at film festivals is an important factor,
but it is only one of many factors. Being a bit more realistic
and considering the commercial value as cultural assets, you
should think about the future of Japanese films in a more
realistic way like the export volume as Mr. SAKOMOTO
said before. Then, the current situation of Japan is very
disappointing. Japan is far behind the United States and
France, and compared to Korea that makes about sixty films
a year, Japan is making several times more but the result
is the same as Korea. Furthermore, as the third factor, it
is important for foreigners to understand Japan and the
Japanese people through films, and | think that is much more
significant than artistic value and commercial value. That
is, besides the evaluation of Japanese films and revenues,
we need to let the world know the way of life in Japan.
However, | don't think we are making enough efforts. We
are very behind in that sense. It is a fact that many people in
the world see Hayao MIYAZAKI's films, but what is depicted
in these films does not always reflect today's Japan and
Japanese people. Rather, we must think of ways to distribute
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films that depict everyday romance and agonies of life of
people living in Japan. | came late today because | was at
another conference with director Kaneto SHINDO who is
93 years old and still actively working. Mr. SHINDO told me
"if Bunka-cho (Agency for Cultural Affairs) wants to make
Japanese films better, it must make efforts to promote
films made with Japanese spirituality so that they reach the
hearts of people around the world." At the conference,
Mr. SHINDO said that his low budget film, "Naked Island"
gained world recognition in 1961 and with its sales, his
production company was saved from bankruptcy. He said
that he poured Japanese spirituality into "Naked Island" and
the most wonderful thing was the fact that people around
the world understood it. Through cultural exchange, we are
now learning a lot from Korea, which has a special historical
background. As Ms. An just mentioned, Korea used to shut
its door to Japanese culture, but conversely, Japan has never
shut out the culture of Korea. However, until very recently,
Japanese people had very few opportunities to see Korean
movies and TV dramas. With the Hanryu boom, we accepted
the Korean culture in a very short time. We are starting to
realize that unless we acknowledge cultural differences
and values of Korea and accept cultural diversity, Korean
people will not accept Japanese culture. The next step of the
Hanryu boom is to encourage Korean people to see Japanese
films and television dramas. In order to do so, what kind
of support should the government offer? | think that if this
turns out to be successful, Japan can make good film cultural
exchange with other countries as well. Japan's current
relation with Korea would become a test to see where Japan
should position its films and culture in the world full of
cultural diversity.

MODERATOR: As it was just pointed out, there are many
forms of exchange. There is exchange to accept each other's
works, and there is exchange to make films together, as Ms.
Barbaroux has said. Also, there are measures to educate and
train people together. International co-production agreement
is one method to promote these forms of exchange, and
as a result, it is seen as a means to produce good results in
trade. | think France is the most advanced in international co-
production agreements. | would like to ask Ms. Barbaroux.
What is an international co-production agreement between
countries? Will you give us some specific examples?

Barbaroux: Co-production agreement is exchanged between
the French Ministry of Foreign Affairs and the Ministry of
Foreign Affairs of the partner country, and currently there
are about 40. Co-production started 20 years ago, and
out of the 40 agreements, there are about 10 that are still
holding. Agreements with North Africa, Senegal and Nigeria
had more political meaning for promoting Francophone
Africa, and they did not produce much results. As the first
condition for entering into a co-production agreement,
the partner country need to have a system to support the
film industry, that is, policies to support at least a part of
film making, distribution, exhibition, and so on. It does not
necessarily have to be subsidies, and for example, it can be
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a tax break. Also, subsidies do not have to come from the
national government and they can be regional subsidies. As
the second condition, it is easier to exchange an agreement
with a country where the economy is like the film industry,
and somewhat cultural community exists. The third condition
is also important, and the promoter of such a co-production
agreement must be a professional from the film industry like
a producer, or a member from an organization like CNC that
is related to the film industry. For example, a co-production
agreement is exchanged with Italy. However, policies to
support the film industry in Italy are not solid and only a
few policies exist. If a French producer comes to us and says
"there is this interesting writer producing commercials in Italy
and | would like to work with him," then a co-production
agreement may be exchanged. If so, it may be possible for
Italy to provide actors and cinematographers, or perhaps
it can be filmed in Italy. Therefore, the support offered in
France is also given to Italy. This connects to the status of
Japanese films mentioned earlier. Films made in Italy are
acknowledged in France, and become subject to support.
Also, if an Italian business makes a branch in France, it is
considered as a French corporate body. Therefore, it is very
advantageous to have a co-production agreement. When
raising funds, partner countries can share subsidies with each
other. This is the mechanism of co-production.

There are two types to co-production. One is traditional co-
production. That is, the theme is both French and lItalian,
and actors from both France and lItaly participate. In this
kind of co-production, not only funds are shared, but also
teams and technical staff from Italy and France get together.
However, there are cases like that of Germany. German
films are not evaluated so highly in France and French films
are not highly evaluated in Germany. However, producers
of these countries wanted to share each other's money, so
they have a co-production agreement to share only money
and not provide actors and technicians. Out of the 10 active
agreements | mentioned earlier, three are for co-production
to merely raise funds. For these, we establish a co-supervising
committee to look after problems once every 2 years. The
most common problem or interference in co-production
with France is that, as long as it is co-production, either
party must provide at least 20% of the fund. There are cases
where it is split fifty-fifty, but at the least, one side must
provide 20% and the other side 80%. | think it is desirable
to strike the best possible balance for funding, but in Italy,
even 20% contribution is difficult. There is another problem.
There is a tax deduction system derived from Luxembourg,
England, and Belgium. There is a regional subsidy system
based on a German example. Tax deductions and tax credits
have been provided to films since three years ago, and tax
deductions are also provided to television programs. Also,
an agreement has been made with most of the French local
autonomies. This is a fund raising agreement where if a local
autonomy provides 2 euro, CNC will provide 1 euro. The
statistics for 2004 show that by introducing these systems,
French producers no longer shoot films in foreign countries,
and they participate in co- production less often. Therefore,
they do not have to take the trouble to make an agreement
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with Belgium to get 20% contribution and still get the merit
of tax deduction. Furthermore, with subsidies from local
autonomies, they can get enough funds without participating
in co-production. So, there is an increasing momentum to do
it in France. We did a lot of co-production with neighboring
countries, so it is a big issue in Europe, and we receive a lot
of criticism from Luxembourg and Belgium. We used to have
well-functioning agreements, but with the establishment of
a system that is advantageous to domestic producers and
the introduction of a mechanism to give an edge to the film
industry in its relations with local autonomies, the number
of co-production agreements is decreasing. In fact, from
2003 to 2004, the number of co-produced films decreased by
30%, due to tax deductions and subsidies from government
organizations. However, in countries outside of Europe, co-
production films are still being made. Producer Jean-Pierre
Limosin often goes to Japan to shoot and he has made
"Tokyo Eyes" (1998). No matter what tax deductions and
subsidies exist in France, Limosin needs to shoot in Tokyo or
somewhere in Japan, but the influence of the new system
does not extend to countries outside the EU. So far, most
co-production agreements were in the EU, but now, a new
agreement has been signed with Israel, and there are talks
with Mexico next. Also, there is an agreement with Brazil
and Argentina for co-production. The agreement with
Canada is functioning smoothly, and it is applied not only to
films, but also to television programs. The agreement with
Germany is going well, too. As | said earlier, Germany and
France maintain their own nationality, but Germany has a
selective system where France contributes 2 million euro,
and Germany contributes 2 million euro to establish a fund
of 4 million euro. For co-production with Germany, subsidies
can be selectively provided from this fund. Italy wishes to
substantiate this agreement all over again, and they are
now making negotiations with people for the film and other
industries, but currently the film industry in Italy is sluggish,
and Italian producers are not that rich.

That is it to co-production agreement, and what | want to
repeat is that there are merits and demerits in co-production.
Co-production is weakened by subsidies from autonomies
and new support programs such as tax deduction. We have
had a problem of advancing and retreating because we
adopted many different things. However, we are still at the
stage of exchanging a memorandum with Japan, and there
should be no problems when it advances to a co-production
agreement because Japan is outside of Europe. The same can
be said about Korea.

B Towards support in the form of personnel training

MODERATOR: Our last speaker pointed out that member
countries still need to have a support system, so | would like
to ask Mr. TERAWAKI to introduce the current status of the
support system in Japan.

TERAWAKI: Support systems can take many forms. The
Japanese government currently allocates an annual budget
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of 2.5 billion yen for the Promotion Plan for Japanese Film
and Video, but the question is whether that budget can be
used to subsidize film production costs at short notice. Of
course film production is important in terms of fostering
films but it is also important to furbish the surrounding
environment. Moreover, | think the most important thing for
the government to do is to train personnel. The Japanese
film industry in particular has been developed by the private
sector over the last 100 years. The government has only
involved itself in film for an extremely short time and in a
very small way. The good thing deriving from this tradition
is the free-wheeling nature of Japanese films. The danger of
government involvement in production is that even if there
is no censorship, it is easy to begin thinking that a film has
to satisfy the government because they are providing money
for it. Given that with the exception of special censorship
during the war Japanese filmmakers have enjoyed freedom
of expression over a period of 100 years, many are very
wary of being controlled by the government. Rather than
helping with production, we would like to think about
ways of helping with surrounding factors whilst giving due
consideration to this sense of wariness. One reason why
I'm glad VIPO was realized is that when we provide aid, we
can get together and discuss factors such as what kind of
restrictions exist and citizens' thoughts on the matter, and
formulate aid that will be truly effective. Of course we keep
a close eye on the way in which aid is provided in various
countries overseas, but bearing in mind that the Japanese
film industry has a slightly different history from that of
other countries, in terms of the kind of government support
in Japan, and we are going to discuss this further with Mr.
SAKOMOTO later on, even if they increase the 2.5 billion
yen, we will have to continue thinking about the direction in
which they should do so.

MODERATOR: Mr. TERAWAKI has said that Japan favors
assistance with training personnel over assistance with
production but finally, | would like to hear something about
other countries' experiences with international joint personnel
training. Korea engages in joint development of international
staff for the Asia Region at the Asian Film Academy.

An Cheong-sook: | would like to divide my discussion of
personnel development and joint personnel training into two:
training of young people; and resolving problems concerning
production costs borne by people currently engaged in
making films. The Pusan Promotion Plan (PPP) comprises one
kind of free market in terms of support systems. We invite
global investors and distributors and show them projects for
good movies belonging to directors without enough money
even if they have the screenplays, and try to match them. Then
by expanding the meeting, we expand the investment. Given
that films cannot be made without money, this comprises a
support system for young film directors. Moreover, we have
started joint personnel training at the Asian Film Academy
(AFA) in Pusan. There is a limit to what can be achieved in
three weeks but participants make a film together under
the guidance of famous Asian directors. Thailand's Nonzee
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Nimibutr, Taiwanese director Hou Hsiao Hsien, Chinese
cinematographer Yu Lik Wai and Korean director Pak Ki-
Yong, some of Asia's great directors, participated as
instructors on this course. The actual experience of getting
together and making a film as a group under the guidance
of such directors is important. And provided participants
develop as directors and filmmakers, they can develop a
network among themselves. We have also created a system
whereby every year, two of the 28 students participating in
the three-week film making experience are selected and sent
to the Korean Film Academy for a further year of training.
Although most of the students selected belong to either the
university film or production departments, 2 out of 28 is a
fairly high ratio. The Korean Film Academy is a very small
school and has a small budget too, but the fact that the
people currently working at the forefront in Korea, such
as directors, cinematographers and art directors actually
involved on film sets, participate as instructors and help
students is very significant. Only 12 students graduate each
year, and the fact that 52 internationally known directors
active today are graduates of the Korean Film Academy is
quite an achievement.

To be honest, it is the Korean Boom and Asian interest in
Korean films, which really transpired without us realizing it,
that put pressure on us and gave rise to the AFA. There is
a Korean phrase, which means sharing and living together,
and even if it's on a small scale, | think it is the spirit this
embodies that is important. As Mr. TERAWAKI mentioned
earlier, although Japan is not yet in discussion with the Pusan
Film Festival, we would very much like Japan to participate in
AFA projects.

With regard to national support measures, Korea has
separate support measures for mainstream commercial
films and for art films and documentaries. In the case of
commercial films, we provide funds and have an investment
consortium invest in films, and we recover funds when the
investment consortium is dissolved. Rather than providing
straightforward support, this is designed to promote
investments, and a lot of Korean films are made on this
basis. On the other hand, there are some things that require
irrecoverable support. Given that films are very expensive
to make, and in many cases, films that are either a means
of expression or a form of creative art cannot survive
on the market. Kim Ki-duk and Hong Sangsoo are both
directors Korea is proud of and they both make films of high
artistic value, and when they are unable to find production
companies because they are different from popular
mainstream directors, not only do we provide support in the
form of production costs and assistance with developing
screenplays, we also provide support with distribution.
Irrespective of this, the fact remains that it is extremely
difficult to secure audiences for their films. Probably the
same is true in Japan.

We regard conclusion of a co-production agreement with
France to be of great importance, and we are currently
endeavoring to do so. We may be a little late in doing this
but we hope to be able to do so very soon.
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MODERATOR: Finally, | would like to ask Mr. Hindman a
question. Could you tell us what you hope foreign students
studying at the AFI take back with them when they return to
their home countries?

Hindman: Attending the AFl enables you to take a training
program for film, which in turn enables you to participate
in a community of approaches. This is the same as going
to medical school or law school. First of all, they teach you
things like what your role is, what your responsibilities are,
what kind of etiquette is expected of you. Then, they teach
you that collaboration = working in cooperation. We are
already anti-auteurism, and | would like students to think
of film making as a collaboration and to try to maintain
as broad a perspective as possible when working as a
team. One of my favorite directors is Robert Zemeckis, and
according to him, he likes the best idea in the room, and
rather than caring about who the idea came from, it is the
best idea that should be incorporated into the film. He will
incorporate it even if the idea came from a junior member
of staff, for example. The credits for all movies acknowledge
the participation of people from throughout the world, and
accordingly, film is an international language. Hence, we
would like to enable more people to use this international
language and to promote collaborations.

MODERATOR: Finally, | would like to ask Chairman
SAKOMOTO to say a few words in closing.

SAKOMOTO: | was extremely interested to hear such
inspiring comments. VIPO would also like to support
Japanese movies that reach beyond national boundaries and
touch the hearts of non-Japanese people too. However, this
can be difficult because of the unique nature of Japanese
culture. And whereas Japanese people generally have a fairly
good understanding of foreign culture, | am always aware
that foreigners have very little understanding of Japan. When
people start talking about diversity of culture, you often
hear people wondering if it isn't just Japan's money people
want, so | think VIPO has to think about how we can close
this gap when releasing films overseas. Likewise, | think we
have to continue co-production agreements and systematic
measures, and engage in international personnel training.
For example, rather than simply helping with personnel
training, say by supporting Japanese people going to places
like the AFI, and this did come up at the board of managing
directors, we would also like to do things like train personnel
capable of creating Japanese content overseas. | think we
have some big hurdles to overcome but at the same time
as exporting films that convey Japanese emotions overseas,
given that | am a member of the Foreign Film Importer-
Distributors Association of Japan, | would also like VIPO to
become involved in importing foreign films that touch the
hearts of Japanese people. | am delighted to have had this
opportunity to hear so many suggestions today.

MODERATOR: This concludes Tokyo Meeting 2005 "Films
that Cross the Borders". Thank you very much.
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Chikahiro ANDO

Producer, ROBOT Communications Inc.
Filmography
1996 Seven of July Sunnyday (Dir. Katsuyuki MOTOHIRO)
Line Producer
1998 Bayside Shakedown (Katsuyuki MOTOHIRO) Producer
2001 Transparent: Tribute to a Sad Genius
(Katsuyuki MOTOHIRO) Producer
2002 Returner (Takashi YAMAZAKI) Producer
2003 Bayside Shakedown 2 (Katsuyuki MOTOHIRO) Producer
2004  Sea Monkey (Eiichiro HASUMI) Producer
2005  The Suspect Muroi Shinji (Ryouichi KIMIZUKA) Producer
2006 Sea Monkey 2 (Eiichiro HASUMI) Producer etc.

Motoki ISHIDA

Producer
President, Croquia Cine Label Inc.
Filmography
1993 Stairway to the Distant Past (Dir. Kaizo HAYASHI) PA
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Firefly (Naomi KAWASE) Line Producer
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Line Producer
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Hideki UJIIE

Line Producer, Blood and Bone (2004/Dir. Yoichi SAI)
Filmography
1993  All Under the Moon (Dir. Yoichi SAl) Pro. MGR
1999  Keiho (Yoshimitsu MORITA) Pro. MGR
Buta no Mukui (Yoichi SAl) Pro. MGR
Olympic Glory (Keith Merrill) Pro. MGR
2001  Chloe (Go RIJU) Pro.MGR
2002 Doing Time (Yoichi SAl) Pro.MGR
2003 When the Last Sword Is Drawn (Yojiro TAKITA) Pro.MGR
2004 Chicken is Barefoot (Azuma MORISAKI) Line Producer
Quill (Yoichi SAl) Line Producer etc.,
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Part 1
Presentations by domestic producers

MC: My name is MAEZAWA and | will be the master of
ceremony today. | belong to an organization known as the
Japan Film Commission Promotion Council. This organization
has a membership system which currently has 83 member
film commissions nationwide. Additionally, the Council
comprises 11 government bodies with an interest in film
commissions, 15 organizations such as the Directors Guild
of Japan, the Japan Writers Guild and the Japan Tourism
Association, and 20 companies involved in broadcasting and
advertising as associate members, and 43 individuals with
an interest in film commissions as individual members. In
addition to a board of directors, we have five committees
which engage in activities about four times a year. Our
work includes providing assistance when film commissions
are being founded, holding education seminars related to
personnel training, undertaking surveys and presenting
our findings. Moreover, in terms of overseas promotions,
we set up exhibits, etc. at Filmart in Hong Kong, the
Location Trade Show in Santa Monica in the outskirts of
Los Angeles, BIFCOM in Busan, and at TIFFCOM, which will
be inaugurated tomorrow. We also distribute pamphlets
at events such as the Berlin Film Festival, the Cannes Film
Festival and the American Film Market.

For Part 1, we have invited three producers to make
presentations on the theme "What film producers expect
from film commissions". The moderator for this session is
Mr. Aoki of Kinema Junposha Co., Ltd.

MODERATOR: My name is AOKI and | work for the
publisher of the film magazine "Kinema Junpo". For Part
1 of this convention, we have gathered three producers
currently engaged in making films in Japan to hear from the
perspective of users of film commissions just how they were
and were not able to use film commissions. | am hoping they
will all share their real feelings with us. Let me introduce our
three producers: Mr. Chikahiro ANDO, Producer at ROBOT
Communications Inc.; Mr. Motoki ISHIDA, Producer and
President of Croquia Cine Label Inc.; and finally, freelance
producer, Mr. Hideki UJIIE. Thank you very much for joining
us today.

M Hideki UJIIE "Blood and Bones"

MODERATOR: Director Yoichi SAl's film "Blood and Bones"
(2004), for which Mr. UJIIE was the line producer, is a drama
depicting post-war Japan and involved some open set
scenes. | imagine this required the cooperation of various film
commissions. So could | ask you to start by saying something
about this?

UJIIE: Many people throughout Japan helped us with the
making of this film. The open set appearing in footage of the
making of this film involved borrowing part of a 16,500m*
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plot of land under the jurisdiction of the Tokyo Metropolitan
Government's finance department, and several months of
construction. Because this film is about Osaka, we shot on
location in Osaka and we are greatly indebted to the Osaka
Film Commission. This film was made with the cooperation
of many people in Shinshu Ueda, Saitama and at the
Watarase Film Commission in Gunma.

MODERATOR: Did you go location hunting to decide where
to shoot the necessary scenes? Could you tell us in concrete
terms from what stage you used film commissions.

UJIIE: This is a period film so from the time we start location
hunting to find out where old buildings were located,
we made simultaneous inquiries to find out what kind
of buildings the Watarase Film Commission has under its
jurisdiction, whether or not other film commissions had a
particular kind of building, and so forth.

MODERATOR: Do you mean that you had a particular kind
of land and places you wanted to shoot so you went to each
FC in turn to see whether or not they had the scenery or
buildings you wanted for the film?

UJIIE: Films are made on a case-by-case basis, but if the film
is mainly about Osaka as in this case, normally nothing could
have beaten shooting the whole film in Osaka. However,
the scenery and buildings of the early Showa period differ
from that of today, so we made this film by visiting places
throughout Japan and used locations that looked the part.

MODERATOR: So the film is set in Osaka and you had to
look around to find an appropriate city. What were the
merits of using film commissions to do this?

UJIIE: | think there are lots of merits associated with film
commissions. Before such organizations existed, we had to
go to the tourism departments in local city halls and explain
what kind of movie we wanted to make and that we wanted
to use a particular piece of land as a location. However, now
that we have film commissions, we have an organization that
is on our side from the outset when we introduce ourselves
and exchange business cards, and that in itself is a big plus
for staff. Then, when we visit private facilities that they have
introduced, the fact that someone from the film commission
accompanies us means that at the very least, they understand
what we came for and that we'll be filming, and that is also
a big merit for the staff.

MODERATOR: In terms of making "Blood and Bones", is
there anything you think they could have done better or
anything you would have liked them to do for you?

UJIIE: It's a movie so of course there are many scenes you
think could have been shot differently if only something
else could have been different but | have never been aware
of any demerits of using film commissions, not for "Blood
and Bones" and not for any other film I've been involved in
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hereto.
B Motoki ISHIDA "Tony Takitani"

MODERATOR: Produced by Mr. ISHIDA, the film "Tony
Takitani" (2005) was shot in Yokohama, almost entirely in
one location.

ISHIDA: Originally written by Haruki MURAKAMI, the director
wanted to use a smooth and flat place, and when the
screenplay was finished the script referred to a wide expanse
of land. When all the staffing was done and the production
department got together, the question of location was
raised so the producer and the production department took
a camera and visited various locations taking photographs
that would become the base of an image. Given that the
background comprised an important part of this film, the
question was how to create it, so we got the photographs
everyone had taken and put together a concrete image. The
image arising from this was "somewhere with a small hill
and a wide basin-like expanse in the distance that gradually
disappearing into the horizon", and when it came to where
we could find such a location, we concluded that Yokohama
would be good, especially because of the lie of the land
and its clear blue sky. Then, given that the system of film
commissions has become firmly established in Japan, the first
thing to do was to consult the commission. The production
department and the commission then collaborated to search
with a fine-tooth comb parks under the jurisdiction of the
city, big hills on privately owned empty plots, and so forth.
They went here and there but the director Jun ICHIKAWA is
very stubborn and didn't give his approval easily. Let me say a
few words about this. In a normal movie, say there is a scene
in Mr. A's room, a scene in Mr. C's room, and a scene in
which Mr. B is commuting to work, usually we would shoot
them in various locations. But for this film, we searched for a
place in which the scenery to the north, south, east and west
was completely different and built a square set on it, thereby
creating more than eight locations in one place. It was the
kind of location where if you pointed any given camera
forward you could see a residential area; point it to the right
and you could see a forest; point it to the left and you could
see a hospital; and point it behind you and you could see a
park. The location we eventually found in Yokohama was
perfect, and the effects achieved by drawing back the lens
while shooting on film or blurring were outstanding, and
given that the production department would be able to do
as they pleased, we took the director and the cameraman
there and got immediate approval. Usually we would have
had to move here and there but the fact that we could
film everything at one location without moving was truly
wonderful from the perspective of a producer, and for all
practical purposes, it became a studio to and from which
we commuted for filming. A couple of scenes were shot in
downtown Tokyo, etc. but basically speaking, 80% was shot
using different scenery at the same location, and that was
really great.
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MODERATOR: Of course, you found this because you
conveyed your intentions to the film commission and had
them search for it on your behalf.

ISHIDA: That's right. If you speak to the person in charge
at the film commission, various things will probably come
out of the drawers and they will probably have a database,
so when it came to filming | could leave him to it, and |
really felt as though he was participating as a member of
staff. Hereto, it was the production department that made
inquiries into locations, and that is certainly how it was done
when | was in the production department. The producer
and the line producer used to call various production
departments to consult them on a fairly equal footing, but
recently we seldom consult them as we mainly consult film
commissions instead. In this sense, | think commissions
comprise an essential factor in terms of both the number of
location drawers and the amount of information. | think the
film commission fulfilled an important role with regard to the
location for "Tony Takitani".

M Chikahiro ANDO "Sea Monkey 2"

MODERATOR: Mr. ANDO is going to talk to us about "Sea
Monkey 2", a new film he is currently engaged in filming.

ANDO: Given that we are in the process of filming and that
we're filming on a set at Toho Studios today, | will have to
return as soon as I'm finished here. Unfortunately, | can only
talk to you today as we don't have any footage quite yet.

MODERATOR: We'll be delighted to hear about such a
"hot" topic. "Sea Monkey 2" was also a TV drama so |
imagine some of the audience are familiar with it, but could
you start by telling us what kind of a film it is and where it is
being filmed?

ANDO: | will speak in a way that facilitates interpretation for
the benefit of foreigners here today. The Japan Coastguard
employs divers to engage in rescue operations and conduct
inquiries when ships have accidents. The main character of
this film is a professional coastguard diver and the film is
about various difficulties he confronts. This is the 2nd film.
Becoming a diver for the coastguard usually involves training
and the first film depicted things up until graduation from
training school. This was broadcast as a drama on Fuji TV.
In "Sea Monkey 2", Japan's worst ever maritime accident
occurs and the hero has to do all he can to rescue people
from the accident.

MODERATOR: You are filming in the studio now but where
were you filming before that?

ANDO: We did large-scale shoots on location in Miyazaki
and Kagoshima for about one month from the end of
August till the end of September. We were hit by a typhoon
so we have to go back to Miyazaki again for another fairly
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large scene. Given that the film is about a ferry carrying 600
passengers and 200 cars that is involved in an accident off
Kagoshima Port and attempts to rescue the passengers as
the ferry sinks, people's cooperation has been paramount.
Accordingly, the cooperation people in Kagoshima and
Miyazaki have extended to us has been a great help.

MODERATOR: Did you use their film commissions?

ANDO: In Miyazaki, an NPO called Miyazaki Cultural Inc.
set up a Sea Monkey 2 Location Committee for us. In
Kagoshima, the tourism department also fulfills the role
of film commission but given that the tourism department
is busy with other work, members of the Junior Chamber
of Commerce formed a support committee for us. These
organizations then played key roles in providing volunteer
staff rooms and cooperated in various ways.

MODERATOR: | know you're still in the process of making
it but do you think there are merits to having groups and
organizations to support films?

ANDO: Of course. "Sea Monkey 2" is a kind of panic movie
so we have to shoot scenes in which there are onlookers
along the shore, various people and firemen appear, and be
it ambulances or the media, there are literally hundreds of
people running about in confusion on the shore. In Tokyo
we would simply pay an extras company to employ people
but there is no such thing in provincial areas. So we had
to rely on the ability of film commissions to recruit extras.
Ambulances and fire engines, however, have their regular
duties to perform, so we got them to have a word with the
prefectural authorities and ask them to cooperate by bringing
them to the location, and we were able to shoot extremely
realistic footage.

MODERATOR: This is going to be released next year, isn't it?

ANDO: That's right, it opens on May 6th.

Discussion

MODERATOR: All three speakers have made various films
other than the ones they have been talking about, and they
all use film commissions in a number of ways, so | won't
specify any particular film but could you tell us about the
merits of using film commissions and how they have helped
you from the perspective of someone who actually makes
films? Mr. ANDO, perhaps you could give us some concrete
examples.

ANDO: There were some scenes on an oil rig in the
latter half of the movie "Returner" (2002) starring Takeshi
KANESHIRO, and these were shot at a disused thermal power
plant in Himeji. From the writing stage we put out an offer
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to the film commissions, which were a bit fewer in number
at the time than they are today, describing the kind of place
we were looking for, and the Himeji Film Commission replied
by suggesting that we filmed inside a thermal power plant.
When the production department went to the location they
realized that with a little touching up it could be used as
the location of a narrow passage, and accordingly the oil
rig setting could be kept as is, and the scenario could be
completed in keeping with the final draft. We decided to
use it as the location from the very beginning. The theme of
“Negotiator Mashita Masayoshi" (2005) was the subway so a
film commission in Kobe asked the Kobe Transport Agency if
we could use their subway as a location. We wanted to film
"The Suspect Muroi Shinji* (2005) in Kabukicho, Shinjuku but
the police wouldn't grant permission so we adapted an area
near Iwaki Station to resemble Kabukicho and shot it there.
Mr. ISHIDA also mentioned this but receiving information is
what makes these things possible and it really helps.

MODERATOR: What factors induced you to choose Iwaki
for the recreation of Kabukicho?

ANDO: The main factor was that the art designer was from
Iwaki, but another factor was the fact that the area in front
of Iwaki Station is quiet so even if we got in the way a bit
it wouldn't be too inconvenient. Also, we calculated that
with a bit of touching up it would look like Kabukicho so
we decided to do it there and we even got them to let us
stage a massive downpour, etc. If it had been the Hollywood
movie Mr. ISHIDA is doing now, they probably would have
built Shibuya or wherever in America and shot it there.
Japanese production costs aren't quite so abundant so we
have to use our wisdom and wits. For "Sea Monkeys 2",
there simply weren't any good underwater tanks for filming
in Japan. Toho has a studio with a tank but it's difficult to
use, so we rented a 5m deep pool with a diving board and
build a set in the water. People at the film commissions came
up with various ideas and suggested alternative ways of
using things, some of which surprised us, but it really helped.
Having people who aren't particularly familiar with how films
are made suggest alternative ways of doing things is very
spontaneous and fresh for us, and we really appreciate it.

MODERATOR: Mr. ISHIDA, you have used various film
commissions quite a bit for other films haven't you?

ISHIDA: Yes several times. | thought having someone climb
to the top of the Sun Tower at the World Expo Park would
be impossible but somehow they managed to have them
open it after 30 years and we were able to climb to the top.
| was amazed they could do such a thing. Actually, when it
came time for filming, cleaning the inside was both difficult
and dangerous and the cleaning gang gave up. Filming at
the foot of the Sun Tower required getting about 500 extras,
so we said we wanted a couple of hundred dressed as
businessmen and a couple of hundred as regular students,
and we basically got the kind of people we wanted to come
when we wanted them to, and were able to film them.
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I guess | was a bit out of touch but | had no idea that a
system for recruiting and registering the general public as
extras existed, so when | asked whether something could
be done about getting the extras | was told that it would be
fine because they had them registered, and | realized that it
could be done that way. Of course this is done everywhere,
not just in Osaka. Japan is different from America and France
in that cities do not have authority over the police so when
it comes to sealing off roads or explosions, film commissions
don't mobilize the police, instead they are rather good at
persuading the locals, and we manage to achieve the same
thing without police cooperation. When it comes to roads,
there are both private roads owned by citizens, and local
government roads, and | have been allowed to film in such
place numerous times in the past. Hence, | think they are
doing everything they possibly can for us at the moment.
However, at the end of the day, the film crew's goal is to
shoot a film and to make it a success. So, although film
commissions have been inaugurated for various reasons,
most of them derived from tourism and tourism promotion
departments, and their ultimate goal is to invigorate their
town, develop the economy or help the region flourish.
Obviously, these are different goals from those of the film
crew. Given that we're the ones that get in the way we
can't talk too proudly but I think it's better to recognize
we have different goals even if we are only cooperating on
one film. Running a film commission doesn't make money,
rather it can be costly and challenging, so just how they use
a film and its contents when one comes to town depends
on the commission's ideas and their production ability,
and the bottom line is that film commissions need to take
responsibility for determining how it can be used to benefit
the town.

MODERATOR: Mr. UJIIE, apart from "Blood and Bones",
have you had any good experiences of film commissions?

UJIIE: Public organizations have various restrictions so of
course we ask to be allowed to film somewhere when it isn't
being used for its real purpose, but responses depend on
content: for example, there is a tendency for them not to
want to lend things for suspense stories. However, one of
the objectives of film commissions is not to discriminate by
content so these days, | think the question of whether or not
a location is loaned has less to do with scale of the film or
the content of the script.

MODERATOR: | think the presence of film commissions is
important in terms of making films more interesting and
making them more competitive internationally. If you have
any opinions, suggestions or requests from the production
side, such as how things could be improved or good aspects
you would like to see maintained, | would very much like
you to share them with us. Mr. ANDO, how about you?

ANDO: First of all, it's really helpful that whenever we've
contacted a film commission they have all had the same
perceptions on a fairly fundamental basis. For example, as
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Mr. ISHIDA just mentioned, having volunteer staff and extras
properly registered is quite important. In Kagoshima and
Miyazaki, the film commissions helped us from the setting
up stage. The initial preparations were quite time consuming
so although | know it's selfish on our part, it's really easy
for us to get things done if they already have everyone
registered when we go to film, and they have a system
whereby we can ask how many people they have available.

I know this is a small matter but we encountered a problem
with ethics when filming on location in Kagoshima with
extras and volunteer staff photographing actors with their
cell phones. | know it may seem pointless to say something
about it to a lay person but it is a film shoot after all, not
a festival, and that kind of behavior is inappropriate. Some
actors get very put out by things like that. | wished the
film commissions could have explained such ethics and
perceptions to the participants.

Then, when it comes to filming and you say you would
like to film in this kind of place or a place like that, this is
probably a national issue but jurisdiction is divided between
various places, and sometimes you have to take out
procedures at three places to use a single road. We're also
sent from one place to another at times. | wouldn't exactly
call it improving legislation but if film commissions could
establish a single contact point where we could deal with
these kinds of things, e.g., you can use this road or you can
use this bridge... it would be great if they could achieve such
a shortcut. When it takes a month to find out whether or
not we can use a location, film production loses a month's
preparation time so it would be absolutely fantastic if they
could put some effort into this.

MODERATOR: What do you think Mr. ISHIDA?

ISHIDA: In terms of people, some time ago | was filming
in Takikawa City in Hokkaido where there wasn't a film
commission, and when | was talking to someone in the
tourism department of city hall, a fellow stepped forward
and said he would take charge of the film. The man who
assumed responsibility for the film then became a general
contact point for city hall throughout all of the filming done
over the following year, and the fact that he accompanied
us to all locations was very valuable. | also think factors such
as individual people's levels and skills are very important.
It's not a matter of whether they know a lot about films or
know the terminology, having someone in the film crew with
the confidence to say “because he's the film commission”
makes all the difference to us. The film commission becomes
the overall coordinator for the location so we need to think
of him on the level of a member of staff, but in reality, they
often only introduce us to the place. For example, if in the
event that we want to use an art museum they simply tell us
who's in charge and send us to meet him, and we are left
to do everything from there, the film commission will be no
more than a phone book. As Mr. UJIIE mentioned earlier,
we have business cards for production and just because we
say "Can we borrow your art museum?" they may well not
lend it to us. But, for example, if someone from a city hall in
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*AFCI (Association of Film Commissioners International )

The AFCl is the official professional organization for film commissioners who assist film, television and video production throughout the world. It is a non-profit educational association whose
members serve as city, county, state, regional, provincial or national film commissioners for their respective governmental jurisdictions. Full membership of the AFCl is conditional on participation
in its premier educational event, Cineposium and Film Commission Fundamentals, and this offers the best possible training for film commissioners. Its annual Locations Trade Show is the industry's
longest-running locations trade event, and attracts the participation of more than 260 FC and location service organizations worldwide.

Rino Piccolo

President, Campania Film Commission
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*Campania Film Commission
Established in 1998 by municipalities in the Campania region of Italy as a non-profit entity to support projects and filmmakers interested in filming in the region. Services include supporting
productions from planning through post production, and the provision of a database of locations.

*EFCN (European Film Commission Network)

A network of European film commissions endorsed by their respective public authorities. Established with the aim of enhancing promotional tools and know how, compiling a digital and paper PR
magazine, sharing information, joint representation at forums overseas, engaging in research of benefit to public and private entities in the film industry, hosting regular meetings for filmmakers,
producers and public authorities, and enhancing the skills of film commissioners and filmmakers.
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Part 2
Presentation
"Important Roles of Film Commission Networks"

MC: At present, there are 83 FC in Japan. It's great there
are so many FC but production companies must wonder
whether they need to contact all of them. Accordingly, the
widening and the building of networks comprise urgent
issues. The theme of Part 2 is how we should go about
building such networks. The term "network" refers to both
international networks and regional networks, and today,
we have invited some people engaged in building networks
overseas to make presentations.

The moderator for Part 2 will be Mako TANAKA, Director of
the Kobe Film Office. Thank you very much.

MODERATOR: Representatives of various international film
commission networks have joined us for this convention.
The very first FC was established over 50 years ago, in
the late 1940s. At that time, things never seemed to go
smoothly when Hollywood films left the studio to film in
a national park or on a highway, and this triggered the
establishment of the first FC in America. Given that they
started 50 years ahead of us, things like flashy car chases
and explosions are commonplace now, but it is only
because FC have contributed so much that such things are
possible. Today, Bill Lindstrom of the AFCI joined us from
America, although he really represents the world. Rather
than being an association of film commissions, the AFCI is
an association of film commissioners. Film commissions in
America recognized just how important people were from
early on, and they established a qualification system for the
occupation of film commissioner. Such film commissioners
hail from all corners of the earth, and more than 300 film
commissioners representing film commissions in more than
30 countries belong to the AFCI. Bill Lindstrom, one of our
speakers today, is the Chief Executive Officer of the AFCI.
Bill was active as a film commissioner for decades before the
AFC| became a joint-stock corporation, and he is currently
its Chief Executive Officer. So Bill, would you like to give us
your presentation please.

AFCI
(Association of Film Commissioners International)
Bill Lindstrom / USA

Bill Lindstrom: | think everyone here today is familiar with
the role of film commissions so | will only mention this
briefly. This is very closely related to the role of the AFCI.
As you know, the AFCl's success derives from the fact that
it actually started as a small network. This small network
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has grown over the past 30 years into a large network
encompassing 40 countries - film commissions have sprouted
up one after another in each region, and the network has
grown accordingly.

There are probably as many reasons for establishment as
there are film commissions but their main objective is to
enhance economic benefits and local creativity through
motion pictures. Film commissions are usually established
on a city, county, state, prefecture, region or national level,
for example, they are operated by entities such as mayors’
offices, prefectural or county governments, chambers of
commerce, tourism bureaus, travel bureaus, committees,
industrial or economic promotion agencies, who also
fund them. A number of FC are private or non-profit
organizations, but the AFCI basically requires them to be
endorsed by their government or respective governmental
jurisdictions, or to be a non-profit organization. As you
know, FC are known for providing services free of charge,
and they provide information, location hunting and
introduction services, and engage in problem solving to
support decision-making on locations. They have become
known as sources of information for such purposes.

The history of film commissions is synonymous with the
history of networks. The former have existed for more than
50 years. It at all began with an idea from a person living in
Moab, Utah. This was at the time when American western
movies were very popular. Film production equipment had
become movable and productions had begun to travel great
distances to shoot on location, e.g., they had discovered
places like Monument Valley, which later went on to
become a location for western movies, and was used as the
setting for numerous movies. At the time, a Moab resident
called Charlie White, a volunteer for the Utah Chamber of
Commerce, looked for hotels and did whatever he could
to provide the things and services needed on location, and
the film production department was extremely grateful for
this. The production department reckoned if a place was
good they would like to film there again. The reason Moab,
Utah become popular was largely due to this man. That
was in the late 1940s. The second stage was brought about
by a person called Karol Smith who worked at the tourism
bureau in Florida. She was a friend of Charlie White's and
had heard about what had happened in Utah and the role
of film commissions. She started thinking that what Charlie
had achieved in southern Utah could also be achieved in
Colorado. Karol then approached the state legislature in an
attempt to secure a budget. As a result, a model for the first
legislated film commission was established in 1969, and this
was an extremely important achievement. They then went
on to build up an important network of film commissions.
That is to say, Karol and Charlie created the first network of
film commissions. The model Karol made for the Colorado
Film Commission comprised services thought to be necessary
in the local area and as such, it is just as useful today, 30
years on. Five years later, 20 states and 2 areas of Canada
established similar government-based film commissions.
Karol Smith's success was that although she succeeded in
attracting more than two dozen movies to Colorado, she
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continued to focus on providing government-based services.
She believed that if she could share and exchange knowledge
in this way it could further enhance the role of film
commissions. The first AFCI Cineposium was held in 1975 as
a gathering of film commissions. Last month, the 30th such
Cineposium was held in Glasgow, Scotland. The number
of film commissions continued to increase, reaching 60 in

1988, and the FCA was established as an NPO in Washington
DC in 1981. Two years later, England, France, Austria and
Germany joined its ranks and the name was changed to the
Association of Film Commissioners International to reflect its
international nature.

I would like to keep this explain as simple as possible so |
will jump 20 years. Today, the AFCI has 310 member film
commissions from 41 countries worldwide, and the number
of Asian countries has increased significantly.

In general, the AFCI's services comprise relationship building
and networking. Accordingly, these services are regarded
as being the greatest benefits we afford our members. Film
commissions have to respond constantly to changes in the
film industry. The AFCI responds to change by providing
educational training. It holds a Cineposium and Film
Commission Fundamentals once a year and both of these
events comprise important AFCI networking activities. This
kind of networking is the key to our success but we also
cooperate with marketing program networks. For example,
we host the Locations Trade Show; we have compiled a
Global Passport directory of members; and we publish location
magazines and advertisements. The AFCl's services can be
summarized as being knowledge sharing and networking,
creating existence value, and creating professional standards.
The AFCl's mission is to deepen understanding through
global information exchange and improve the industry
by incorporating global professional standards. Our
membership is growing in each country but if you would
like to know more about the AFCI, please visit our website
http://www.afci.org. Here you will find a list of members
willing to cooperate with each other.

Next, | would like to talk about the effects of globalization.
The AFCI has been successful because its roots lie in
traditional networking, and accordingly, it is able to respond
to the globalization of film commissions worldwide.
Globalization is spreading and becoming more general, and
is impacting greatly on governments and film commissions
alike. The AFCI has 24 film commission networks, including
the Italian and German Film Commission Networks. In
other words, we build networks based on the concept
of reciprocal relationships, including economically, and
helping each other. I'm sure you agree that the Internet
has made an impact on both the economy and the society.
Communication has changed greatly, so it is important to
use Internet-based Google and E-mail to share information.
We really should make more use of the Internet. | checked
a few statistics before coming and both Asia and Europe
have larger populations of Internet users than North America
does at present. Over the past five years, the Middle East
and South America have seen the fastest growth in Internet
usage, and it is no wonder that the fastest growth seen
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within the AFCI has also been in the Middle East and South
America. Technology will eventually break down the barriers
to networks. Linguistic and cultural differences afford us
unigueness but they can also be barriers. So saying, we
should welcome diversity. The AFCI regards networking to
be a good means of improving understanding and resolving
problems, and that appropriate use of technology will make
this effective. However, at the same time, networks also
pose the danger of fostering homogeneiety and the key will
be to achieve a balance between using networks to improve
understanding and not assimilating them. In other words,
networks provide a means of balancing information, but
there is no need to imitate each other simply because we
learn from each other.

EFCN
(European Film Commission Network)
Rino Piccolo / Italy

MODERATOR: At present 8 film commissions from Japan
are members of the AFCI. Membership is open to everyone
provided they fulfill the requirements, and anyone wishing
detailed information should contact the liaison council.
Next, Rino Piccolo, a representative of the Campania Film
Commission in Italy, Europe, will make a presentation.
Rino is a Director of the AFCI, and is actually one of the
first proponents of the formation of the European Film
Commission Network. Europe has many languages and the
numbers and establishment conditions of film commissions
vary. Today, we are going to hear about the kind of network
they aspire to build in Europe and what objectives they
embrace. As in Japan, the number of film commissions in
Europe has increased rapidly over the past few years, and |
have heard that they decided to build a network because it
was coming to the stage where it was difficult to keep track
of how many existed and where they were! So Rino, if you
would be so kind.

Rino Piccolo: Today | would like to talk about the Campania
Film Commission and the Italian network. Campania is
located in southern Italy, and encompasses places such as
Capri and Sorrento. First, | will say something about the
Campania Film Commission whom | represent. The Campania
Film Commission was established in 1999 by private film
associations and universities. Initially comprising 3 entities it
currently has 150 members. It has offices in regional branches,
and the headquarters coordinate promotion activities for
the Commission as a whole. Regional branches are also
AFCI members, and we are both the contact point or liaison
office for each region, and the organization that implements
production companies’ education programs. We have also
been appointed coordinator of the Italian Film Commission
since 2002. Moreover, commission members also work for the
David di Donatello Awards, etc. This is an important award
in the Italian film industry, and is comparable to Academy
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Awards in USA. The Compania Film Commission also plays
a major role in the European Film Commission Network. In
terms of future plans, we aspire to expand and increase our
membership. Our activities are designed to build cooperative
relationships and partnerships with local administrative
authorities and global level partnerships. An example of past
activities is an event held in partnership with an agricultural
organization to promote foods such as mozzarella that are
unique to the region, and we will continue to endeavor to
build partnerships with people unrelated to the film industry
and world of film. We are also cooperating with other Italian
film commissions to set up an audiovisual observer. This is a
cultural activity involving research projects whereby we study
the history of Southern Italy, for example, and make this
information available. We also hosted a national-scale digital
film convention in April where we used and introduced new
technologies. We also offer technical education and training
and brush-up courses for professionals to enable regional
production companies to provide human resources. We are
also building partnerships with universities, and training the
kind of volunteers needed for film production.

Next, | will talk about the formation of networks. The very
first film commission established in Italy in 1999 followed the
American model. It was established with the understanding
of the local government authorities, and the Italian Film
Commission (association of FC in Italy) was established in
2002. Initially it had 10 members but this number has since
risen to 24. It covers almost all of the country, and just
one region remains without a film commission. The legal
framework for each commission differs, as does their parent
body; some have a government entity such as the state
government or city hall as its parent body; some involve the
private sector; and some have the backing of a foundation.
We would like to at least double our current membership of
24 film commissions in the next three years.

The ltalian Film Commission strives to fulfill the role of a
national hub with the aim of becoming a prompt contact
point for film production companies worldwide looking
for locations or studios. To this end, we intend to hold
meetings to share information and knowledge, and realize
a high standard of operations and maintenance. Moreover,
in addition to holding events such as film festivals and film
markets with the aim of promoting and developing Italy as a
whole, we cooperate with film commissions throughout the
world and share strategies for promotion and development.
Moreover, in addition to fulfilling a liaison role with local film
commissions, we are building cooperative relationships with
national-level institutions.

In terms of products, we have made DVDs introducing
each respective film commission, and these are being used
as a reference for the kinds of films and commercials that
can be filmed in Italy. Moreover, as representative of Italian
film commissions in general, we've been cooperating with
ministries and agencies concerned with the arts and the
ministry of foreign affairs on a project designed to develop
and promote Italy internationally. We have also been
building partnerships with other Italian trade promotion
associations and participating in location trade shows, where
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we generally share a booth with the Italian government
and manage events. We also participated in the national
project "Filmarre". Italy doesn’t have any tax incentives at
present but we are working on new legislation. Given that
film production always requires a large budget, we are also
involved in the provision of subsidies. This was started on the
initiative of an English travel agency but another thing we
have been trying is to collaborate with travel companies to
offer travel packages whereby film producers visit areas with
film commissions for a few days to experience the beauty
and wonder of their respective regions.

The Italian Film Commission also represents its members
overseas; in addition to inviting producers from other
countries to various events it has planned, it has visited
Russia, England and France. Once there, we have held events
whereby we invite producers to dinner after they have
watched our video. Another aim behind this is to strengthen
our relationship with the AFCI. Given that our location trade
show was extremely successful, we intend to build it up to
enable all members to participate.

Next, | will change the focus of my presentation to the
European Film Commission Network (EFCN). When the
EFCN was launched in December 2003, almost all of the
European film commissions were invited to an event hosted
by the Spanish Film Commission with the aim of promoting
exchange with the head of the AFCI, and exchange with
Europe as a whole. On that occasion, we discussed how
European and EU film strategies should be developed. The
Berlin Film Commission hosted a 2nd meeting in 2005,
where we decided how to make a taskforce for this kind
of network. Film commissions interested in the EFCN have
signed a memorandum of intent. Approximately 100 film
commissions from 20 countries participated in this. Although
70% of film commissions are government-based, looking
at their budgets and size reveals that almost all of them are
small in scale.

The objective of the film commission network is to lobby
EU organizations, to the extent that they are involved in the
film industry, about financial, social and cultural factors,
and to build up influence with the AFCI. Possible outcomes
could include sharing of information and knowledge, a visual
database of shared information, development of a website,
development of common strategies to attract international
production companies in Europe, and enhanced awareness
of the importance of film commissions to the European
film industry. Behind this lay the fact that not all European
film production companies were seeking the support
of film commissions. Other possible outcomes included
planning trade shows in Europe in cooperation with the
AFCI, and international cooperation with regard to training
programs and European film commissions. A declaration
was announced in Berlin. This declared that the EFCN would
protect and promote cultural diversity in Europe in keeping
with one of the EU's principles; promote local film divisions;
promote the tourism industry; and create job opportunities
for qualified individuals. Strengthening its relationship
with the AFCI was included but it announced that it would
provide members with direct aid from powerful European
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organizations and contribute to image of Europe by engaging
in joint projects. Signing this declaration signified agreement
with the establishment of the European Film Commission
Network. Hereafter, the EFCN will coordinate development
of promotion tools and know how, publish digital and paper
PR materials, share information and represent the region in
overseas forums and engage in research of benefit to people
involved in film. The EFCN will also host regular meetings
for filmmakers, producers and government authorities, and
together with the AFCI, engage in training designed to raise
the level of skills of film commissioners and filmmakers. The
list of possible outcomes is very long so | will leave it here. |
would like to talk about procurement of funds another time.
Thank you very much.

AFCNet
(Asian Film Commission Network)
Phil Choi / Korea

MODERATOR: Next, we are going to hear from Phil Choi,
Deputy Managing Director of the Busan Film Commission.
Phil is going to tell us a little about the activities of the Busan
Film Commission and then, given that we are talking about
networks, | would like him to speak as a representative
of AFCNet (Asian Film Commission Network). AFCNetwork
currently comprises 22 film commissions in 8 countries.
Nearly half of these are Japanese film commissions, and
the remainder are from countries such as Korea, China,
Singapore, Malaysia, Indonesia and Cambodia. The Busan
Film Commission is a large film commission which also
operates a sound stage, and they currently function as the
secretariat for AFCNet. Phil, if you please.

Phil Choi: Film commissions in Asia and regions throughout
the world are actively engaged in network activities. Given
these circumstances, | think it is both very meaningful to hold
a symposium like this, and very timely.

Two weeks ago, AFCNet held its 2nd General Meeting
during the Pusan International Film Festival, Korea. During
this meeting 4 new members joined the existing 18, so today
we have a membership of 22 member film commissions
from 8 countries. These 8 countries are Korea, Japan, China,
Singapore, Indonesia, Russia, Cambodia and Malaysia.
Today, | will talk briefly about the process leading up to the
creation of AFCNet, our current activities, and our plans for
the future.
| have prepared an 8-minute video describing the making of
AFCNet. This was made in 2004, so please bear in mind that
the number of members mentioned is less than our current
membership.

The Busan Film Commission hosts a film commission and
film industry exhibition known as BIFCOM (Busan International
Film Commission & Industrial Showcase) during the Pusan
International Film Festival each year. This year was the 5th
such exhibition, and it is held for 3 days during the festival
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each year. About 500 people from the film industry in Asia
attended this year's BIFCOM, in which 58 film commissions
and member enterprises from 15 countries participated.
BIFCOM is really a so-called multi-film market, in which not
only film commissions, but also manufacturers of various
types of equipment needed by filmmakers, CG companies
and post production companies participate. This was held as
a pre-market during the Pusan International Film Festival at
the same time and in the same place as the Pusan Promotion
Plan (PPP). For your information, PPP and BIFCOM will be
merged from next year to create a film market in Busan.
From next year, the newly created Asia Film Market will take
the form of an expanded PPP and BIFCOM, and provide a
forum for buyers and sellers to engage in negotiations over
completed films during the Pusan International Film Festival.

At the 3rd BIFCOM in 2003, participating film commissions
discussed the need to create a network among film
commissions in the Asia region. A preparatory meeting for
the establishment of AFCNet was held in Busan in February
2004, and a second meeting was held in Matsumoto City,
Japan in June. An inaugural meeting was held during
BIFCOM and 18 Asian film commissions joined as regular
members. AFCNet's Secretariat is currently located in the
Busan Film Commission's office. This comprises a board
of 6 directors, and all important matters are discussed by
the Board first. AFCNet's homepage is linked to all Asian
countries, thereby facilitating the exchange of information
on locations in member countries and close cooperation
towards the building of a database. This year, we will also
publish a directory of information on locations in Asian
countries. The number of co-productions filmed in Korea
with foreign film companies and inquiries about locations
overseas has increased significantly since film commissions
were established. The Busan Film Commission receives
a large number of inquiries so contacting counterparts
overseas via the Busan Film Commission has become a
matter of course. AFCNet strives to create an ideal location
environment in Asia by sharing information related to laws,
insurance and customs in each country through a network
of predominantly Asian film commissions and organizations
that support filming, resolving problems that occur at
overseas locations and improving systems, and to contribute
to the development of the film industry in Asia as a whole
by producing films and videos in each region. Asia has not
attracted much attention from the world film industry hereto
but a large number of Asian films have been introduced at
international film festivals in recent years and Asian films are
beginning to spread globally. However, linguistic, cultural
and systematic differences prevail in Asia. To date, we have
used BIFCOM to build a fairly substantial network among
film commissions and numerous film-related companies.
Films such as"Typhoon" and "R-Point" have been introduced
at the Pusan International Film Festival, and filming of these
films was completed without a hitch thanks to information
provided by film commissions overseas. We are very grateful
for this. In Korea, the Busan Film Commission is currently
the contact point for filming at all locations overseas, and
overseas inquiries about filming in Korea also go through
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the Busan Film Commission. In recent years, a number
of American advertising agencies, Thai feature films and
Japanese films have contacted us about locations in Busan,
and more than 10 foreign films have been filmed in Busan to
date. Earlier, we heard a presentation about the AFCI and the
EFCN. We at AFCNet also want to strengthen our networks
with America and Europe and build close cooperative
relationships within both regional and international
networks. Thank you very much.

AusFILM
Robin James / Australia

MODERATOR: Let me introduce the final presenter of
this session: Mr. Robin James of Australia. Robin has been
involved in production for 30 years. Today he is going to
talk to us about AusFILM, the Australian film commission
network. The fact is, despite the vast size of Australia,
rather than having lots of film commissions there are just
6. The reason behind this is that the law restricts people
from making film commissions freely, and there is just one
nationally-recognized state film commission in each state.
Marketing directed to Hollywood is the main drive behind
Australian film commissions getting together to form a
network. This makes it very different from the AFCI, for
example, whose main purpose is training, so | hope we're
going to hear more about this aspect as well. Well Robin, if
you would like to begin.

Robin James : | would like to talk about the film commission
network and the film industry in Australia in general. In
Australia, we had a problem some 30 years ago. Film and
television were provided with a lot of funds on a federal
government level but not only were we unable to attract
sufficient productions, we were unable to adequately reflect
the voices of people working in the film industry. As a result,
we were unable to provide even well qualified people with
work. The organization AusFILM was created on a federal
level to resolve this problem. The federal government tried to
use this to link Australia to the world. William Shakespeare
said, "The world is my stage." and AusFILM thinks "The
world is a sound stage.” and "The world is our stage." My
apologies to Mr. Shakespeare!

Let me begin by explaining briefly about AusFILM. As with
every other national level network, AusFILM is a non-profit
organization. It is a collaboration of state governments,
government film organizations, private companies and the
federal government of Australia. It has an executive board,
of which | am a member. Just what AusFILM can do depends
on who becomes a member but firstly, film commissions
are members. Thinking about who else could help AusFILM
achieve its goals, we realized that people in the film industry,
companies such as film production companies, for example,
probably would help, and we decided we wanted people
in the film industry to join our ranks. So, membership of
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AusFILM is limited to film production companies and film
commissions. At present, we have 50 members, but both
film commissions and companies have their own profit
bases and use different accounting methods. There was
something to be achieved by uniting these two separate
types of organizations, and we told the federal government,
"We can make Australian film industry bigger." We can do
this by attracting other countries' production companies.
For example, we told the federal government that we
could make Australian film industry bigger by attracting
productions from America, Europe, Asia or Canada but
that they would have to provide funds in order for us
to be able to do that. They would also have to provide
administrative support. For example, Australia has a trade
promotion organization known as Austrade, which is similar
to Japan's JETRO, so we told them, "We can cooperate to
promote Australian economy so we want you to provide
funds." AusFILM operates on the basis of funding from
Australian federal government and its private sector
corporate members, and has offices in both Australia and
Los Angeles. The country employs marketing specialists and
sells their achievements. Our objective is very simple: we
want to attract as many production companies to Australia
as possible, and although they are called footloose, we
would like to attract readily movable production companies.
Although the main targets of our enticements come from
America, some come from Europe, and they include not
just films but also companies that produce television series
and commercials. At the same time, we believe the work
we provide must be professional. In other words, we think
providing top class work will make people involved in film,
TV and commercials worldwide want to come to AusFILM.
We decided we wanted to be able to provide the quality
of service available anywhere in the world in the event that
they should decide they wanted to film in Australia. We are
an organization that can even change policies as a group.
If something proves difficult for a film or video producer,
AusFILM endeavors to have the relevant policies changed.
We also endeavor to provide federal government incentive
measures. For example, incentives are useful in terms of
attracting companies in that they can be extremely effective
for global scale productions. It is quite difficult to attract
productions without such incentives. In Australia, each state
has its own incentive measures but they are all small. Federal
incentive measures however, include tax exemptions and
prove highly effective. So saying, this does not mean that
we want them to bring all the staff and film crew from other
countries. Ideally, Australia would like them to use young
Australians and to create employment for skilled people
who have been involved in film production for many years.
This is one of our objectives. Accordingly, we would like
film production companies only to bring a limited crew to
Australia at the starting stage. We would definitely like them
to procure other skilled staff, film crew, actors and actresses
and other services locally in Australia. We can provide the
benefits of incentive measures to production companies
agreeing to do this. Each state has its own incentive
measures and Queensland, the area | represent, for example,
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offers extremely generous tax breaks.

With regard to the AusFILM Executive Board, film
commissions are members of the Executive Board. This
was the first regulation we established. Our regulations
also stipulate that representatives of individual companies
become members of the Board each year. This has proved
to be extremely effective within AusFILM. It is very clear
why we chose to adopt this format. If you bear in mind the
global cinema market when looking at consumer demand,
you see that TV commercials comprise an extremely big
market in America, and that the film industry is America's
next biggest industry after the airline industry. Easily movable
productions earn about $4 billion in America alone, of which
81% are made in Canada. Australia is a huge country but
its population is small and domestic industry is not all that
large. Accordingly, local industry is very small, and import of
agricultural products exceeds domestic production.

Let me give you an example of a film production. As you all
know, "Matrix" (1999) is an American film but it was made
in Australia and it made a huge impact on our economy.
Looking at the production company's accounts give you
an idea of just how much money they used in Australia.
The benefits of incentive measures to be provided are
calculated on this basis. A number of films are currently
being produced: "Superman Returns" is Warner Brothers'
biggest film of the year and is being filmed in Australia at
the moment, and another full-feature film, "Aquamarine", is
in the post-production stage.

Next, | would like to talk about what we do in terms
of marketing. AusFILM is a member of the AFCI so it
participates in their events. We believe it is very important
to participate in world networks of film commissions. Whilst
supporting projects within Australia, we also support AFCI
projects. We also participate in events in Asia, for example,
and other regions. In addition to distributing information
and hosting events, we help people secure visas and engage
in co-productions. co-production is a rapidly expanding field.
Australia has been engaging in co-projects with countries
such as Canada, England, France, Germany, Ireland, Italy
and New Zealand. Moreover, we are currently considering
co-productions with China and South Africa.

Today | have given you a brief overview of what we do.
| have left it till last but | would like to show you a short
film that was produced in Australia. The film crew, post
production and visual effects were all done by Australians. In
other words, it is a simple DVD that illustrates just how much
money Australia can make if every aspect of production is
done in Australia. Thank you very much for your attention.
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Part 3
Symposium
"Cross-border Collaborations of Film Commissions"

MC: In Part 3, in addition to our 4 previous presenters,
Japanese people are also welcome to join in. Mr. Koji
YAMADA, Chief Coordinator of the Watarase Film
Commission will be the moderator for this session.

MODERATOR: I'm wearing this kimono today half as a
welcome to Japan for our guests and half because my
hometown Kiryu is home to this kind of textile industry. This
cloth was woven in Kiryu 80 years ago, and this cloth was
woven 60 years ago. | always keep our region in mind when
undertaking my duties for the film commission. In Gunma
Prefecture, Numada and Maebashi have plans to establish
film commissions and discussions are progressing towards
this goal. Takasaki, Tsumagoi and Watarase have suggested
that the government authorities need a network to keep
their film commissions in tune with prevailing circumstances.
In this way, rather than lower organizations evolving from
an idea from above, creation of the next organization gets
suggested during concrete activities. Mr. YONETA, who
has kindly joined us today, works for the Sapporo Film
Commission. Rather than being limited to activities within
Hokkaido, his film commission's activities are very wide
reaching, so | would like to start by asking him about the
building of regional networks.

YONETA: Let me introduce the Sapporo Film Commission
briefly. Officially inaugurated in 2003, it was established as a
section in the Sapporo International Communication Plaza
Foundation, an external organization of the Sapporo City
Hall. The Sapporo Film Commission was established as an
organization to support locations in one area of Hokkaido,
but people who make movies often approach us with a
broader idea of Hokkaido rather than because they want to
film in Sapporo, and it has come to the point where we need
to provide them with appropriate support. Although
Hokkaido is the biggest island in Japan, it only has an area of
80,000 km?, and it is only a small island if you think about it
on a worldwide scale. Nevertheless, it is home to 10 film
commissions. This probably appears unusual to the outside
world. The problem is now that we have 10, how should we
go about coordinating them. | certainly wouldn't want to say
we should get rid of some of them. So, given that we have
them, | think we need to build a network and take actions
appropriate to the needs of filmmakers. In terms of concrete
activities engaged in hereto, we have got together on a
regular basis to exchange information with a view to
understanding each other's respective positions. However, if
we want to take some kind of action, simply exchanging
information will not be enough. The Sapporo Film
Commission is a member of AFCNet, which Mr. Choi
discussed earlier, and we often get inquiries from Korean
productions about the filming of commercials, television
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programs and films. What they seek from Hokkaido is
"perfectly clean snow", but that is not something you can
get enough of in Sapporo. Accordingly, various film
commissions need to work together to support a single
production. Moreover, to attract a greater number of film
productions we are going to have to build a network and
promote Hokkaido as a whole. Nobody opposes building a
network of film commissions but whenever you actually try
to take action, differences arise in the aspirations of
individual film commissions and how the network should
proceed as a whole. We have been encountering things like
this so if any of the network experts here today have
experience in this area, | would very much like to hear about
how they overcame them. Another issue that concerns us is
even if you build a network within a given area, some small
areas remain without a film commission and there are other
places the network can't cover, and | would like to ask what
exactly other networks do about such places. The Hokkaido
Network wants to do a promotion for Hokkaido film
commissions during the Yubari International Film Festival in
February 2006. We intend to use the opportunity this
presents to engage in more coordinated activities and
engage in promotion activities targeting the overseas market.

MODERATOR: Europe is a melting pot of people with
different senses of values and with fighting among people
from different towns, not to mention on a single soccer
team, building networks would appear to be very difficult.
So, I'd like to ask Rino Piccolo for any tips he may have on
building networks in such a place, and about any successes
he has had.

M Tips on building networks

Rino Piccolo: Soccer teams compete for prize money but film
commissions don't compete with each other. It is because
film commissions in a given region are different that they
have to get together as a region to support the smaller film
commissions. To do this, first they have to form small groups
with each film commission assuming its own responsibilities,
and then they can gradually start supporting film production.
Big film commissions support small film commissions by
incorporating them into their sphere of activities. That's the
direction | always take. The problem we're facing now is that
the government authorities in some areas offer no financial
assistance and small film commissions rooted in a town have
almost no budget. The Italian Network encourages them to
start by supporting small productions and to expand from
there. Once they are supporting a small production, they may
offer them training similar to that of the AFCI, for example.
In this way, they can work up from small area productions to
larger area productions. If the knowledge acquired is passed
on to film commissions in the region, regional standards can
be improved, and that is what we're trying to do right now.

MODERATOR: The government authorities can be national
or regional towns and cities so networks can follow a
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number of patterns. | would like to ask Mr. Choi, who has
experience making different kinds of networks with the
Korean government in Busan, to share with us anything that
has made a lasting impression, or anything he would like to
convey to the Japanese people.

Phil Choi: There are currently 8 film commissions in Korea
and they are active in all areas of the country. Rino said
there was no competition and | agree that there is no need
to compete. In Korea, production companies don't just go
to one region; they approach all film commissions in search
of the image they need. The images each FC shows them
are different, so rather than being a competition, they are
working in collaboration. The Busan Film Commission has
been up and running for 5 years now and about 30 feature
films are filmed in Busan each year. One problem is that there
is no legal or institutional system for supporting locations so
we have to approach the relevant institutions and explain
everything each time a production comes. We would like the
government to provide the support needed to make location
services into a product and an industry in its own right. Not
only are there no legal regulations at present, we have been
lucky in that circumstances surrounding activities hereto
have ensured that the Busan city government, police and fire
departments and other government institutions supported
our endeavors as a matter of course. We are striving towards
legislation, but because awareness of location support as
a product already exists, we have no problem going about
our business. Government support services in Busan are
better than in other regions. In particular, whenever the city
government receives a filming request, a manager is assigned
to the Busan FC and persons in charge are decided in district
and area offices and other government institutions. A system
is being built to ensure appropriate support is provided from
the beginning to the very end. With coastal areas, old urban
areas and modern cityscapes, a wide variety of scenes sought
after by people making films can be found in Busan. We
have information on a wide variety of locations so | think
there is real merit in people making films overseas visiting
Busan.

MODERATOR: | think a lot of people who come with offers
from overseas visit Busan first.

Phil Choi: Looking at the cases we've had hereto, although
people do go to Seoul on occasion, they usually go to Busan,
and most filming has been done there. When the need for
information on Korean locations arises from overseas events
Koreans in the film industry automatically contact the Busan
Film Commission. | think the Busan Film Commission actually
has the most information about locations in Korea.

B \Why networks?
MODERATOR: | would like to ask Robin from Australia a

question. When AusFILM engages in something with the
same goals as the production company and the government,
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| imagine the need to translate the way you think about
things arises, but what kind of person becomes the key
person at such times, and what kind of system is needed for
such activities?

Robin James: That's a good question and it gets right to
the heart of the matter. This is related to what kind of funds
are provided for our work and, if | am to stick to today's
theme | will have to mention it, why we build networks.
There are three main reasons. Firstly and most importantly
it is business decision-making. This is decision-making over
and above the activities film commissions already engage in
and it does not always produce results that please everyone.
It involves assessing who will make the better partner or the
better production company, and whether it could be the
government, a ministry or and bureau, and this is one of the
purposes of building a network. Whoever does this is doing
so on behalf of their client. In the film industry, the producer
is the client and it's important to him to be able to get all
necessary information from one information source. Having
someone help him do this is important. In other words, for
the client, whether it's a region or a country, it's important
that they have a network, and this is the second reason
why we build networks. The third reason is that you have to
be good at negotiating with governments. This is because
we depend on government funding for almost all financial
resources and infrastructure such as studios, for example.
It's difficult for an individual FC to negotiate with a big
government, but with a network, you are able to negotiate
more forcefully. For example, in Queensland, where | come
from, we have a studio called Warner Roadshow Studios,
and this was established as a joint venture with Warner
Brothers. We wanted to expand this facility but we were told
the money would not be forthcoming. But we wanted to
expand so we went to the government and convinced them
to become a partner by telling them they should provide us
with money to build a new sound stage to expand the studio
and we got them to provide a subsidy. Of course, profits
would fall unless the studio raised productivity as a result
of this. Accordingly, both the studio and the government
need to ensure that money invested by the government is
recoverable but negotiations such as these are only possible
if you have a network. Having the infrastructure is extremely
important for both the success of the film commissions and
for networks.

MODERATOR: Next, | would like to ask Bill Lindstrom
a question. | imagine education is assuming an ever
increasingly important position within film commission
networks but what style of education are you planning to
offer hereafter? Also, | would appreciate it if you could add
something to this Cineposium.

Bill Lindstrom: | would like to add something to what Robin
James said about the objectives of building networks. First of
all, building networks is fun. A number of years ago, about
the time the AFCI was first established, the word network
had absolutely no meaning. Nobody thought about it except
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in terms of television networks. In other words, people
simply thought learning from each other was fun without
connecting the concept of communicating with networks.
Things like learning something new by exchanging opinions
and resolving problems in this way or resolving problems
by have someone else help you were more of a business
approach, and later became a teaching method. This is a
method that the AFCI has nurtured throughout its decades-
long history. That is to say, informal education or education
derived from one-on-one communication. Simply being a
member of the AFCI has been the biggest merit of being a
member in the history of the AFCI. One-on-one exchange
and provision of information, and providing information
through Cineposiums, seminars and presentations are all
extremely effective. | evaluate Cineposium sessions every
year and the thing that always appears in my evaluations is
the opinion that the most valuable activities were to be had
outside of sessions. This is because people were able to meet
colleagues in the same industry and exchange opinions,
receive necessary information, and build personal networks.
In other words, | valued the opportunity to acquire necessary
information outside of official sessions. | believe this is the
secret to a Cineposium's success. | hope to promote more of
this level of one-on-one communication.

B Networking - the secret to success

MODERATOR: Now | would like to take some questions
from the floor.

MC: | have a question for today's participants so could
people from small film commissions please raise their hands?
| wonder if you could share with us your experience of
problems encountered when building your networks.

IIDA: I'm involved in a film commission in Hino City on the
outskirts of Tokyo. This is completely private sector with very
little government assistance, and although we are doing our
best, there is nothing we would like better than to involve
the government. I'd love it if someone could teach me the
trick to persuading the government.

Robin James: | would also like to ask a question. Has anyone
here today come as a representative of their government
or a public organization? | am sure there are many ways
of doing this but one way could be to start by pushing the
film producer, that is to say, make it sound an attractive
proposition. Whenever we have approached government
officials or the government, tourism bureaus, arts promotion
organizations or businesses, we have always started by
stating we don't need money. Then they are willing to talk
to us. If you suddenly say you need money they will tell you
they are busy and ask you to come back some other time.
So the first thing you have to do is gain their understanding
and get yourself a chance. Then, it's important to get
them to provide the use of their organizations and systems
free of charge. For example, getting them to let you use a
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vacant building as office space or to pay for 2-3 days of you
telephone bill can save production companies a lot of money.
So you start by saying you don't need any money but asking
if there is anything they could provide free of charge instead.

INOUE: Mr. Choi mentioned earlier about assigning various
people to be in charge of each project, but is there anywhere
that already established a system for producing an entire
network? For example, when a European film maker with the
whole of America in mind wants to film in places Arizona,
Main or Hawaii, is there someone in the AFCI who can deal
with these states all together?

Bill Lindstrom: Certainly each network's organization needs
to have an introduction system in place, and you need a
vast amount of knowledge for this. A level of knowledge
over and above what can be expected of a single film
commissioner is needed. If you get a telephone call from
someone, it is imperative that you can introduce someone
or respond in a helpful way. Every network, whether it's a
network of individuals, member of staff or offices, needs a
system capable of facilitating these kinds of introductions.
The AFCI has a policy not to provide specific introductions as
an organization. Politically, this is an extremely delicate issue.

MODERATOR: As Bill has just said and as anyone can
imagine, it would be difficult for the AFCI to introduce
individual film commissions. But say for example, the network
we are currently interfacing with is extremely small in size.
Probably, from a filmmakers' perspective, it's a small area
that they want to exist as a separate area but, for example,
should the Sapporo Film Commission receive such a request,
they probably wouldn't be able respond to the filmmaker's
needs unless rather than thinking solely of their own area,
they managed a slightly broader network than their own.
Mr. Choi mentioned earlier that filmmakers overseas often
start by contacting the Busan Film Commission in Busan.
The Busan network is larger than the one we're endeavoring
towards but | have a question because they are not so
dissimilar. When other film commissions are introduced in
Busan or when filming is going to be done in another area,
do you remain involved until the very end?

Phil Choi: As | said earlier, location support services
themselves cannot turn over big profits, so when we get
inquiries, although there is no need for us to go out of our
way to introduce places outside of Busan, we do introduce
other FC in cases where they seek scenery unavailable in
Busan. There have been cases in which inquiries have been
made in Busan despite the fact that the filming should
be done in Seoul, and in such cases, we waste no time in
contacting the Seoul FC. It's difficult to bear responsibility to
the end but such inquires are about places in Korea and we
regard them with interest.
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Part 4
Database of candidate locations nationwide
"FC-DB"

MC:Beginning in fiscal 2004, Bunka-Cho has secured a
budget and embarked on the task of compiling a database
of candidate locations throughout Japan. The collection
and storage of information in one place comprises a kind of
network, and our goal is to enable production companies
to view information on the whole country via a database
even before they make inquiries to various places. When
we're looking for information, we ask about things that
are particular to a specific region. For example, nobody
asks for information on snow in Okinawa, and nobody asks
about spectacular coral reefs in Hokkaido. However, some
things like old-fashioned elementary schools and alleyways
unchanged from times gone by are very special but they
can be spotted around the country. There is also a need
for information on the locations of things that are free of
regional characteristics and we are building a database
that can respond in this capacity as well. | would like to ask
Mr. Noboru IZUMITANI, a representative of the Ehime Film
Commission who is the project manager of the committee
to report on this.

Interim Report on Construction of the "FC-DB"
(Database of candidate locations nationwide)
Project Manager, Bunka-Cho FC-DB Committee
Noboru IZUMITANI (Ehime Film Commission)

IZUMITANI: This database, as | am sure many of you know,
but I'll say it again to refresh your memories, refers to a
system on the Internet whereby information on candidate
locations desirable to filmmakers can be registered,
accumulated and updated. A committee comprising people
from film commissions, people involved in production
and technical advisors has met 6 times since fiscal 2004 to
discuss this matter. This year, the study group established a
committee and officially began building the database.

There are currently 83 film commissions throughout Japan
and although I'm delighted they have grown in number,
some difficulties are beginning to crop up. For example,
users have to contact all 83 film commissions and some big
differences exist between them, such as some commissions
only have information in Japanese whereas others have
information in English and/or Korean. The effects of these
differences will begin to appear and it will become difficult
to collect information. Accordingly, the purpose of building
this database is to share this kind of information on one
system. It will enable each film commission to register
and update location information and various information
including photographs, will accumulate on the system. We
envisage film production companies at home and abroad
and people involved therein, students and researchers,
and travel agencies as potential users. The information
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we have at present is divided vertically between each film
commission but use of search functions will facilitate cross-
section extraction of necessary data from all data. Moreover,
construction of an English version will reinforce our capacity
to disseminate information overseas.

Of the 83 film commissions nationwide, more than
90% have homepages but only about 30% of the 90%
have a database or some kind of system for introducing
photographs. This leaves more than 50 film commissions
without such a system and because they don't have
databases, construction of this database will afford them
powerful dissemination capabilities. Moreover, linking this
to film commissions' individual sites will supplement missing
functions, facilitate wider dissemination of information and
probably make them more user-friendly.

With regard to our schedule and progress, we are currently
collecting initial data and constructing the database
in parallel. The database currently under construction
is scheduled for a trial launch in January, but the data
displayed during this trial launch will be called initial data.
The committee is in the process of examining and checking
the database and making requests, etc. Trial operation
will begin in January and we hope to launch it and begin
operations in March after final checks have been made. Film
commissions are expected to take over its operation and
keep information updated from April onwards.

Information to be listed on this database will be divided
into 22 categories. For example, scenic spots; shrines
and temples; offices and commercial facilities; shops and
houses; shopping streets and entertainment districts; public
facilities and halls; city- and village-scapes; mountains and
rivers; gorges and lakes; hot springs and resort districts;
transportation and vehicles; parks and leisure; roads and
bridges; interiors and exteriors; derelict buildings and ruins;
industrial relics and vacant plots; rooftops; bird's eye views;
schools, hospitals, police stations and fire departments;
airports, beaches and coasts; factories and warehouses; etc.
Additionally, it contains places that look like something in
particular, nights and night views, and even indiscernible
regional resources and specialty products, events and
functions that can't be regarded as a location. Things that
don't fit into any specific category will be registered under
"Others". Sub-categories will be established within the 22
main categories and all candidate locations will be registered
under the appropriate categories and sub-categories.

As of October 18, 2005, we had received initial data on 1547
places and 6844 photographs from 12 FC. This greatly exceeds
our initial target and given that this is the information
received from just 12 FC, | would really like people with
information on even 10 or 20 places to cooperate with
our collection of initial data. We will respond whether you
contact us directly or via the Promotion Council so | would
like to take this opportunity to ask for your cooperation with
this. Thank you very much.
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Reception
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Kim Dong-ho, Director of the Pusan International Film
Festival, greeting the audience.

BRTPDITEBYESINRVA DT A B
Panelists and guests in friendly discussion
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Part 1 - Keynote Speech
The Pusan International Film Festival
and the Cinema Environment of Busan

Kim Dong-ho
(Director, Pusan International Film Festival)

The Pusan International Film Festival (PIFF) began in 1996
and is now in its 10th year. To begin with, | would like to talk
about how in this 10-year period it grew to be a film festival
representing Asia, and the effect it has had on Asia and
Korea as well as on Busan as a community. | would also like
to briefly touch upon the outlook for this film festival in the
future.

To begin with, | would like to answer the question "Why
Busan?" In 1992, at the Italian Film Festival held in Pizarro,
about 30 Korean films were presented and a large number
of people from the Korean film industry were invited. At
that time, three university lecturers and critics active in the
industry in Busan were present and all three were of the
opinion that they would like to hold a film festival in Korea
which, even if it were on a small scale, would command
authority in the industry. After holding a number of
preparatory meetings, they came to me and asked if | would
head a committee for creating a film festival. And that is
how we came together to launch the Pusan International
Film Festival.

M The objectives set for
the Pusan International Film Festival

Initially, we had extremely long discussions on what the
nature and the objectives of the PIFF should be. First of all,
we decided that since the festival was being held in Asia we
should focus on seeking out Asia's potential young directors
and introduce them to the world and, second, to introduce
Korean films overseas. So, after setting these two goals,
we commenced preparations for our first film festival. The
reason why this film festival achieved success in a very brief
space of time was because its objectives and goals were
appropriate, and the programs and projects were excellent.
We approached our goals by pouring efforts into organizing
the film festival for 10 years in a non-competitive manner,
seeking out superior Asian films and superior directors. In
the sector of the film festival called the "new frontier", we
select one person from among Asian directors and provide
that person with $30,000 for production costs for a film. You
could say that Isao YUKISADA from Japan, Jia Zhang Ke from
China, and Kim Ki-duk and Lee Chang-dong from Korea are
among examples of people from this sector who developed
into world-renown directors.

Furthermore, since we were focusing on Asian films,
from the third festival onwards, we established the Pusan
Promotion Plan (PPP) and it is presently in operation. This
project has had enormous success and, consequently,
this film festival was able to develop into a film festival
representing Asia. Many of Asia's directors have enormous
difficulty getting the funding for production. In Japan, too,
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| presume that directors who are not in the mainstream but
produce independent films or artistic ones have difficulties in
securing funding for their work. PPP is a scheme whereby we
undertake a check on promising projects of Asian directors
beforehand and match their films with suitable investors
and producers. Essentially, we make production possible by
providing logistic support. A number of directors have been
able to produce their works through this PPP and their films
are receiving recognition at film festivals throughout the
world. For example, films like Director Shunji IWAI's All About
Lily Chou-Chou (2001), Director Sogo ISHII's Gojoe (2000), and
Face (2000) by Director Junji SAKAMOTO are the films which
received PPP funds and world acclaim. Furthermore, Iranian
Director Jafar Panahi's film, The Circle (2000) was produced
using funds obtained from the PPP and received the Grand
Prize at Venice's International Film Festival. The film Beijing
Bicycle by Director Wang Xiaoshuai of China also won a prize
at the Berlin International Film Festival in 2001. Hou Hsiao
Hsien of Taiwan, Director of Three Times and also a recipient
of PPP funds, presented his film at the Cannes Film Festival in
2005. In addition, it was also presented as the opening film
at the PIFF in 2005. Because the selected films and projects
are always in high-quality, we have been able to achieve
the initial goals : to seek out excellent directors and provide
assistance for film production. As a result, the PIFF has been
attracting attention worldwide.

Another important factor is that the festival became a
success thanks to the keen enthusiasm of a 200,000-strong
audience who come to the festival each year and the
strong backing of the people of Busan. In addition to the
audience, there are also approximately 400 to 500 volunteers
who join us in undertaking preparations for the festival.
The contributory efforts of these volunteers can also be
considered as the strength of the festival.

The budget for the festival up until last year was about
430 million yen. Of this, the central government provided
150 million yen, a further 130 million yen was by the city
of Busan, and the remaining 150 million yen came from
corporate sponsorship. There were also earnings of about 60
million yen from the box-office.

Next, | would like to talk about the effects the Pusan
International Film Festival has had on the Korean film industry
and local industries. During this 10-year period, Korean
films have developed at an amazingly rapid pace. In 1993,
domestically-produced films screened in Korea accounted
for only 15.9% of all films. However, in 1995, just prior to
the commencement of the first PIFF, the ratio had risen to
20.9%. Following that, it grew rapidly, reaching 37.1% in
1999 and 50% in 2001. In 2004, this ratio had risen to 56%.
We can also expect this figure to be over 56% this year. Prior
to the commencement of the film festival, the number of
movie-goers nationwide in Korea was never able to exceed
the 40 million mark, but in 2004 a record 170 million was
reached. In other words, the number of attendance has
grown dramatically, more than doubling from what it had
been in the past. In film exports in particular, the growth rate
has been even more dramatic. Exports, which in 1996 were
worth only $200,000, more than doubled to $3 million in
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1998 and $7 million in 1999. In 2004, in one-year period, this
figure climbed to $58 million. Therefore, the trend that the
PIFF has followed for the past 10 years can be considered a
time of high growth for Korean films.

M Busan, a city which has regained its vitality

Now, | would like to talk about the effects the PIFF has had
on other fields. First of all, because 200,000 people come to
see the films at the festival and people from the domestic film
industry visit Busan each year, the interest in films among the
local communities has increased. People come into contact
with new trends and directions in the cinema and obtain
various types of information on it. They exchange views with
each other and, as a result, they began to understand that
the film market for Korean films is not limited to the theaters
solely in their own country, realizing that there is interest in
the markets outside Korea as well. Those who had previously
not considered the overseas market have now began to
consider it for the first time. In 1998, the first dedicated
distribution company, Mirovision, was established. Since then,
a large number of film distribution companies have come
into being. At present, there are more than 15 companies
and the results are evident in growing figures. For example,
in 1997, prior to the establishment of companies dedicated
to film distribution, the export of Korean films amounted
to $400,000. In the year following the establishment of
Mirovision, the amount rose to $3 million and in 2004, it
reached $58 million. This, | believe, was quite simply a result
of sales promotion through the Pusan International Film
Festival and subsequent exporting thereafter.

Like other international film festivals, the PIFF plays an
instrumental role as a point of contact for introducing and
exporting Korean films to overseas markets. The Cannes
International Film Festival has a long history and this year will
mark its 57th anniversary. Prior to the commencement of
the PIFF, only three Korean films had been screened at the
Cannes festival. In 1983, the film Spinning Wheel by Director
Lee Doo-yong was screened, followed by Director Bae Yong-
kyun's Why has Bodhi-Dharma Left for the East? in 1989 and, in
1996, the first year the PIFF was held, the young Director Yang
Yun-ho's Yuri was presented. However, after the inauguration
of the PIFF, four to five Korean films have been invited each
year, and a total of six Korean films received invitations and
were screened at the Cannes film festival this year. In addition
to the Cannes festival, a large number of Korean films are
also shown at other large and small film festivals overseas. In
addition to screenings at film festivals, Korean films are also
shown at a large number of other international events. At the
Lincoln Center, 40 Korean films were presented, and in 2005
for the two-month period of January and February, 50 Korean
films were shown in Paris at the Unifrance Paris organized
by Cinématheque Frangaise. At the Berlin Film Festival, a
retrospective program of Director Im Kwon-taek's was held.
The holding of the PIFF can be said to be one of the main
reasons for the emerging Korean Film boom.

At the same time, the effect of the PIFF on Busan cannot be
considered unrelated to today's theme of community cinema
activities. | believe, the first film festival fulfilled the desire
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and thirst for culture in Busan. Prior to the PIFF, Busan was
already a city, which had been connected with films in the
past. In 1926, Korea's first movie company, Chosun Cinema
was established, films such as Arirang (1926) were made
and Korean film pioneers such as Na Woon-gyu (director),
and Yun Baek-nam (producer), launched their first work in
Busan. The first film awards in Korea were also established in
Busan in 1958 with the commencement of the Buil Awards
established by the Busan Daily News. As a result, a large
number of actors began to emerge from Busan one after
the other. However, after a while, the film industry almost
disappeared from the city, and Busan became a region which
produced few film-related professionals, film companies, or
film directors. From a national perspective, the region had the
least amount of cultural activity and even the people of Busan
spoke critically of their own area saying that it was a cultural
wasteland. Industries, which had previously been prosperous
in shoe and textile, stagnated, too, so that Busan became
both economically and culturally depressed, and companies
were being forced into bankruptcy. Against this backdrop, a
dubious film festival began. However, thanks to its success,
changes began to take place and planted the seeds of
confidence in culture and international events in the people
of Busan. Consequently, a large number of international
cultural events have been successfully held in Busan. | believe
this is largely due to the people's heightened awareness and
confidence as a result of the PIFF.

Furthermore, the success of the PIFF has led to a growing
film culture in Busan. In 1998, a small theater, called the
Cinématheque Busan, opened under the umbrella of
the PIFF, and many film activities commenced there. The
activities there are very similar to community cinema activities.
At the PIFF in 1999, the establishment of the Busan Film
Commission was announced by the Busan Film Committee,
and from January 1, 2000, the commission has been providing
financial and administrative assistance to film companies
shooting in Busan. The commission also promotes Busan as
the location for shooting films. In an approximate six-year
period up until last year, about 90 films have been shot in
Busan and close to 110 advertising visuals and other visual
works have been produced in Busan. As a result, Busan has
transformed from “the city that has the film festival" to "the
city that produces movies". At the same time, in the course
of assisting shooting movies, a need for indoor studios arose.
Consequently two sound stages, which the commission is
now manages, have been built then.

This enthusiasm for movies flowed on to the educational
authorities and two high schools for film studies, which had
not existed in Busan previously, were established. Prior to the
launch of the PIFF, there had been only two universities with
film-related departments. Yet today, there are 10 universities
with film-related departments. The Korean government has
also initiated proactive assistance for the educational use of
films and has appropriated a budget of 50 billion won for
the studies of visual contents and animations at Dongseo
University in Busan for a five-year period commencing 2004.
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B The heart of film culture

At present, the film industry is one of the four major
strategies established by the city of Busan, together with
port logistics, which is recommencing as an industry. On
October 7, the following day of this year's PIFF opening, the
government declared Busan the "heart of film culture”. In
Korea, the industry is developing around four regional bases,
which have been established. For example, Kuanxi is the hub
of "Asian culture", while Busan is the city of "culture and
film", and the government and the city of Busan have made
commitments to nurture the development of these areas
through the concentrated investment. The PIFF has been
positioned to act as the driving force in Busan's rebirth as a
central hub for film.

The PIFF marked its 10th anniversary this year, and it is now
developing its operations for the next 10 years. First of all, we
established the Asia Film Academy (AFA). There is a scarcity
of educational institutions that provide specialized film
education even in the country like India, where 800 films are
produced each year. The academy was established to enable
those persons in Asia who wish to pursue film as a career.
In fact, there are hardly any educational institutes for film in
Asia. This Asia Film Academy is the joint initiative of three
bodies: the Korean Film Academy, Dongseo University, and
the PIFF. This year, 28 persons from 10 Asian countries were
selected and received training at the Korean Film Academy in
Seoul for one week and two weeks in Busan. The president
of the academy, Taiwan's world-renown Director Ho Hsiao
Hsien, along with five directors of photography, who are
considered masters in Korea and Asia, provided the training
to the 28 students directly. The students then produced
two films together, presented them, and then returned to
their respective countries. Two of the 28 students became
scholarship recipients of Dongseo University for two years
and another two will receive scholarship for studying at the
Korean Film Academy for two years. Under this educational
program, Dongseo University provides funding to assist
students so that they will be able to produce films after
returning to their countries. The AFA, which was established
this year, has attracted considerable attention from a number
of countries. If it can develop further in the next 10 years, |
firmly believe that it will become an excellent institution of
practical education in film-making.

In addition, next year we hope to hold an Asian Film Market.
While the PIFF has managed the PPP, the project market,
Busan's Film Commission has had a central role in managing
BIFCOM, which can be considered a location expo. We are
hoping that this market will fulfil the role as a total market
where the management of projects, location, shooting and
marketing can be integrated.

In Korea, we celebrate Ch'usok, a festive period for honoring
our ancestors. This is the same as Obon in Japan. As the
dates for this festival go by the old calendar and change
every year, the dates for the PIFF also change each year. It is
the custom for the release dates for movies to be before or
after Ch'usok, so during the Ch'usok period it is impossible to
hire theaters. Therefore, it is difficult to hold the film festival
for about three weeks following the end of Ch'usok. This is
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why we cannot set the period for holding the festival. This is
also why it has been held at the beginning of October, the
end of October and even in November on two occasions.
When the PIFF has been set for similar dates as other film
festivals, there have been reports of critical comments from
those festivals describing, for example, the PIFF as "a guerrilla
festival". To eliminate such inconveniences, we have longed
to have a dedicated theater for the festival. This year, with
the active support of the government and the city of Busan,
the PIFF Center, a dedicated theater, will be built. There is a
plan to hold the formal opening of the theater soon, and its
facility is to be starting business in 2008.

We are doing our best to promote the Pusan International
Film Festival not only as a festival for Korean films but as
a festival which can give maximum assistance to the film
industry in Asia. Thank you very much for listening.

Questions & Answers

Question: Somehow we get the impression the PIFF has
been undertaken with a four to five year vision. For example,
the chairperson has never changed since the first festival,
and the PIFF's headquarters is going to move, with the film
market and PPP merging. Could you please tell us about the
background of how this can come about?

Kim: | left that out of my talk, but one of the reasons for the
PIFF's success is its thorough self-management. | believe that
the most important aspect of cultural events is securing their
autonomy. The reason why | have been able to continue
as the director is that such autonomy was established from
the festival's outset and has became a tradition - so much
so both the government and Busan leave management to
us completely. | think the next big project left for me is to
complete the theater dedicated to the use of the festival.
This job will probably mark the end of my period serving
as director. Furthermore, having the same person at the
helm continuously is beneficial in terms of maintaining the
consistency and the identity of the film festival. The fact that
the same programmer from the start of the festival is still
working with us is also another reason why the identity and
the consistency of the Pusan International Film Festival have
been maintained until now.

Question: What do you mean by "a film-centered city" ?

Kim: The government declared the city of Busan as "the
film-centered city". In Korea the important government
administrative bodies are being decentralized and relocated
to various areas in the country. It has been decided that
film-related bodies such as the Korean Film Council and the
Korea Media Rating Board (the film-ranking organization)
will be relocated to Busan. Construction of post production
facilities and a film museum will also commence in 2006. In
2008, a theater exclusively dedicated to the film festival will
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also be completed. The Korean Film Council has also been
relocated to Busan and a comprehensive film studio is also
to be located in the suburbs of Busan. In view of all of these
factors, | believe that Busan will develop into a film-centered
city both in name and reality.

Question: | have heard the information that the Screen
Quota System was recently revised to 106 days in Korea. Is
this true? Could you please comment on the effects it may
have on the film industry. ‘

Kim: The Screen Quota System is a regulatory system
whereby all cinemas must show domestic movies for at least
146 days a year, or for two-fifths of the year, in accordance
with the Motion Picture Law. This system will be relaxed to
enable a reduction of 40 days depending on the population
of local cities. There has been pressure from the United
States to reduce restrictions, but our film industry has
strongly opposed this. Recently, due to UNESCO's Universal
Declaration on Cultural Diversity, there is a trend of solidarity
regarding the protection of a country's own culture all over
the world. Therefore, this quota system would be maintained
for some time despite pressure from outside.

Question: How are projects for financial assistance selected?

Kim: There were 27 projects, including seven Korean
projects, selected this year. We invited producers and
directors of about 10 outstanding projects, and provided
them with opportunities to meet film investors from all over
the world for three days. If the two parties came to a mutual
agreement, they would receive production funding. This
year, 1,100 film production companies and directors from
both Korea and overseas visited Busan for three days and
participated in over 600 meetings and business negotiations.

Question: You mentioned that the Korean Film Council is
being relocated to Busan. Are the Seoul Arts Center and the
Korea Film Archive going to move to Busan as well?

Kim: Along with the decision to move the government
seat from Seoul to Chuncheon in central Korea, it was
decided that the highly public corporations and government
organizations should move to the administrative capital, and
for other organizations should be decentralized and move
to local areas. As part of this move, organizations such as
the Korea Electric Power Corporation and the Korean land
Development Corporation will therefore be decentralized and
relocated to local areas. As part of this process, the Korean
Film Council and the Korea Media Rating Board will be
relocated to Busan. These are all film-related organizations.
However, the Korea Film Archive is to remain in Seoul
and the Ministry of Culture and Tourism will probably be
relocated to Chuncheon Do.

Question: Could you please tell us your impression of the
Japanese government's film administration.
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Part 2
Presentation
"Reports on Community Cinemas”

M Fukaya Cinema (Fukaya City, Saitama)
— A community cinema in a refurbished bank building

Presenter : Kenji TAKEISHI

(President , NPO Citizens' Theater F)
Theater Fukaya Cinema "Cine Felice"
Opened : July 2002

(Showing: Postmen in the Mountains)
No. of screens : 1
No. of seats  : 44 seats and pipe chairs + cushions
Prices : General Public ¥ 1,000
SHS Students ¥ 900
Elementary and JHS Students ¥ 800
Preschoolers ¥ 600
2 full-time staff
3 part-timers
10 volunteer staff
Surrounding Environment/Background:
Empty shops in a shopping area on the old
Nakayama Road
5-minute walk from Fukuya Station on the
JR Takasaki Line
Rural town with a population of 150,000

Staff

V¥V History

In April 2000, film-loving volunteers got together to
establish the NPO Citizens' Theater F. Renting the second
floor of a clothing store, we held a public screening of Aizen
Katsura in May. This proved very popular and attracted 1200,
predominantly elderly, attendances over a period of one
week. Continued screening films there for nearly a year until
the building could no longer be used for reasons related to
aging and the Fire Defense Law.

In August 2001, a TMO (Town Management Organization:
town planning organization) Concept Planning Committee
was convened in line with the Fukaya City Center
Revitalization Plan, and Citizens' Theater F participated as an
NPO member of the shopping area. During the subsequent
6 months of deliberations, establishment of a mini theater
through the "use of empty shops" was regarded a key
project in the TMO concept. Government assistance enabled
the NPO to rent the empty bank premises, something it
could not have done on its own.

In July 2002, using the TMO route enabled them to
refurbish the premises (formerly Sakura Bank), and receive
rent subsidies and assistance with PR as a cooperative
project between an NPO and the Administration. We also
acquired used projection equipment and chairs with the
approximately two million yen raised through donations (¥
1,000 unit deposits into the "Cinema Fund") from citizens
and local industries, and opened a cinema (ie. community
cinema), "Fukaya Cinema" Cine Felice (Cinema Happiness),
for the first time in 30 years.
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B A year after the opening of a cinema as a community
cinema "Cinématheque Takasaki"
(Takasaki City, Gunma)

Presenter: Masao MOGI
(Representative Director, NPO Takasaki
Community Cinema)

Theater Cinémathéque Takasaki

Opened December 2004

(Screening Cafe Lumiere and
The Blue Butterfly)
No. of Screens: 1
No. of Seats :58
Prices . Advance Tickets ¥1,500
General Public ¥1,700
Students ¥1,400
JHS Students & Younger ¥1,000
Senior Citizens ¥1,000
Members ¥1,200
. 4 full-time staff
3 part-time staff
Surrounding Environment/Background:
5 minute walk from the West Exit of
JR Takasaki Station; 1st floor of a 4-storey
building in the Shinmachi shopping area.

Staff

V¥ History

Calls for the establishment of a mini theater in Takasaki,
predominantly among staff at the Takasaki Film Festival,
began around the time the Basic Law on the Promotion of
Culture and Arts was promulgated in 2001, and resulted in
establishment of the NPO Takasaki Community Cinema.
Later, with the support of numerous citizens, companies and
organizations, Cinématheque Takasaki was opened in the
Shinmachi shopping area around the West Exit of Takasaki
Station in December 2004.

When it came to opening the theater, most of the 43 million
yen required to renovate and refurbish the building (formerly
a bank) was raised through patrons' membership fees
(Individuals: ¥10,000 units/Organizations: ¥100,000 units). The
remaining few million yen will be paid back by March 2006,
at which time we shall embark on activities towards opening
a second theater. At that time, we plan to solicit patron
members again and raise funds for our activities. The second
theater will have from 40 to 50 seats and be located on the
second floor of the building housing our existing theater
(which we rent to hold symposiums, etc.); and we are hoping
to screen mainly Japanese films by young directors.

There is an 8-screen multiplex cinema on the east side of
Takasaki Station, and although it might prove difficult to
attract customers, we hope to continue activities comprising
an education in film on a daily basis and convey our feelings
that these are films we consider worth seeing, not only
to children but to adult members of the general public as
well, and have them recognize their quality. We also intend
to screen films in response to requests from the municipal
board of education, PTAs and a wide area of municipalities
without their own cinemas.
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M Kyoto Cinema (Kyoto City, Kyoto)
— Community cinema activities in a mini theater
based in the city center

Presenter : Masako KAMIYA
(Representative Director,
Kisaragisha Co.,Ltd)
Theater Kyoto Cinema 1, 2, 3
Opened December 2004
No. of Screens: 3
No. of Seats : 104, 89, 61
(+ space for one wheelchair in each screen)
Prices Premium Members ¥ 900
Kyoto Cinema Members ¥ 1,000
General Public ¥ 1,800
University Students ¥ 1,300
SHS Students/Senior Citizens/
Disabled Persons ¥ 1,000
Children ¥900
+ other discount services
Surrounding Environment/Background:
Renovated 3rd floor of a building on prime
land in central Kyoto

WV History

The Kyoto Asahi Cinema closed down in January 2003 after
15 years in business, and Kisaragisha was set up the following
March with the aim of establishing a new cinema. Learning
of plans to renovate an old building that had been used by a
textile company, a provisional lease contract was signed after
approximately six months of negotiations with the owners.
Reorganized into a joint stock company at the end of 2003 in
preparation for asking investors (companies and individuals) in
Kyoto, Tokyo and Osaka for an increase of capital.

In order to make it widely known that although the holding
company was a corporate organization, the cinema had
been supported by numerous citizens and that we would
like as many citizens as possible to participate in building the
theater from the construction stage, premium members were
solicited for 10,000 yen from June 2004, and 1,243 members
had joined before the cinema opened.

Although there were problems associated with it being
opened on the 3rd floor of the building, a 3-screen theater
that could accommodate various programs was accomplished
for approximately the same cost as a 2-screen theater.
Moreover, a sound consultant was engaged to facilitate
procurement of equipment that placed top priority on sound
quality. Construction began in August 2004 and the cinema
opened in December.

V¥ Outline of Activities

Screens new Japanese films and introduces mainly non-
Hollywood American films, Asian and European films, and
other films from throughout the world. It also introduces
new visual worlds such as documentaries, art movies,
students' films, and directors' special features. Using films
as our mainstay, we plan to actively organize events that
contribute culturally to the local society.
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Part3:
Panel Discussion
Is Community Cinema Necessary?

Moderator: Atsushi NAITO
Japan Community Cinema Center / Lawyer
Attendant: Kenji TAKEISHI
Director, Citizens' Theater F (NPO), Fukaya
Masao MOGI
Representative Director, Takasaki Community
Cinema (NPO), Takasaki
Masako KAMIYA
Representative Director, Kisaragisha Co., Ltd. ,
Kyoto
Yuji NAKAE
Representative, Sakurazaka Theater,
Film Director, Naha
Masamitsu MIZUNO
General Manager, Shintomiza Theater, Ise
Naoto OGAWA
Sendai Mediatheque, Sendai
Ken TERAWAKI
Director-General, Cultural Affairs Department,
Agency for Cultural Affairs

MODERATOR: Since our time is limited today, | will focus
my questions on key areas. First of all, can you tell us how
and what you would say on the question, "Is community
cinema necessary?", which also happens to be the topic of
today's panel discussion.

MOGI: In the first place, we have already established an
NPO and built a cinema to promote community cinema. So,
we certainly wouldn't be saying that the community cinema
was unnecessary.

TAKEISHI: For us, it was not a situation where there was
a community cinema to begin with. We went to the press
club to announce the wishes of the people to build a
cinema in the town center that everyone could enjoy. Our
announcement was picked up by several newspapers and,
as a result, about 15 people in the prefecture who had
been involved in organizing film festivals and others who
agreed with our ideas got together to set up an NPO. It was
a case of one person's ideas and wishes resonating with
others which resulted in the establishment of an NPO. We
have made it through five years to get to where we are
today. A cinema located in the center of town is a sight
very familiar to people of older generations who grew up
watching films in such venues since they were young. This
is the case more so with the older generation than with
people in our generation. When we showed Aizen Katsura
(1938) in response to a request from a senior citizen, senior
members of the audience who came to watch the film could
be seen afterwards talking happily over cups of tea at the
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theater about seeing the same film when they were young
girls. After observing the reactions of these people, we were
reminded how powerful the impact of movies really can be.
From this experience, we became confident that we could
say that our town did indeed need a community cinema.

In addition, the way the Fukaya Cinema came into being
serves as a source of encouragement for us.

KAMIYA: We started by establishing our cinema as a stock
company. | believe that if a cinema has the ideal of raising
the cultural awareness of the local area by contributing to
the area in cultural aspects, it is truly a community cinema
regardless of its administrative organization. | came to this
conference with this conviction. As part of our activities, we
also exhibit works of local potters in an open space we call
the foyer. We also have a person who has started a candle-
making enterprise who exhibits and sells candles there. It is
my intention to further develop this space for various cultural
exchanges.

NAKAE: During my experiences running a cinema, | have
been impressed by the strong desire of audiences who want
to watch a variety of films. This is an indication that existing
multiplex cinema alone cannot satisfy all the expectations
and desires of audiences. | do not think that the films are
screened necessarily matters, but | do think that way films
can be varied in the way they are screened or scheduled. If
this manner of varying film screenings is considered as part
of the community cinema, | believe such needs are vital.

MIZUNO: | had been running my cinema for some time
before it was called a community cinema. When it was
pointed out by others that what | have is a community
cinema, | realized that it was indeed. | have been running my
theater with the simple desire to connect people with other
people through films and the cinema, to have people engage
in a pastime that they enjoy, or to just to make people feel
happy through films. That is why it is called a community
cinema. Whether a certain theater is a community cinema
or not is something that should be decided by the people
of that community. If such a cinema becomes unviable, it
means that the existence of that cinema is not necessary
for the community. However, if that is the case, the matter
will end there and then. For persons like us who understand
how much films enrich people's minds, we wish to do what
we can to keep such cinemas alive. For this to happen, it
all depends on the people in the town and who will take
the initiative. In other words, irrespective of whether a
community cinema is an NPO or a for-profit organization, no
matter what form it takes, the idea is to create a place where
films can be shown with the support of the people of the
community. It is not a question as to whether a community
cinema is necessary; a movie theater that is needed by a
town becomes a community cinema.

OGAWA: First of all, | would like to say that | believe that

community cinema is necessary. Probably the situation is
different depending on the region, however. In the 21st
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century, also called the "century of visual images”, the idea
is that an infrastructure for viewing films should be available
locally. What a community cinema should do will depend
on its particular circumstances, taking into consideration
whether there is an existing cinema in the community
already and, if there is, to consider if it has any particular
bias. However, | feel that we need to show people now that
watching films is not simply an act of consumption but more
of a community activity rooted in our daily lives.

MODERATOR: So, it seems that an inevitable conclusion is
drawn that community cinema is necessary. Now, if | may, |
would like to ask a rather perverse question. Is being "poor"
a condition for having a community cinema? Or, how about
if | ask what is wrong with just having one multiplex cinema
which is run by a major cinema chain in a town?

NAKAE: Just because it is a community cinema does not
mean, | believe, that it has to show the kind of films that are
not shown by the other cinemas. For example, | wouldn't say
that it should not show a film like War of the Worlds (2005).
If it were a community cinema in a remote island of Okinawa
without cinemas, there may be requests from viewers who
want to see a film like War of the Worlds, or a movie like
Tora-san rather than War of the Worlds. In short, it is not a
question as to whether a film is a major or minor work but
whether or not it has the potential to improve the cinematic
environment for that area. The multiplex cinema which is run
on economic rationality is likely to stop showing particular
types of films if they do not make money. Therefore, the
existence of a community cinema, | believe, is to attempt to
do something outside of the bounds of economic rationality.

MIZUNO: | consider theaters as something left in our care by
the community and the era. A cinema owner is its caretaker
and, as | have stated previously, if we are no longer needed
there is nothing we can do about it. When | closed my
cinema in 1997, it created a big hole in the hearts of those
who loved films in Ise. A multiplex cinema, which was built
afterwards, filled some of the gaps, but a large number of
people who wanted to show films through an independent
distribution channel by themselves also came forward.
However, it is rather difficult to operate an independent
cinema unless there is someone who takes initiatives. | was
living in Sata Peninsula at the outskirts of Ehime Prefecture
in Shikoku at that time. Some person came to see me all
the way from lIse just to ask me to continue my cinema. |
must admit that | was happy to be asked because it was
just like the story of Amano Iwato. To be frank, | had been
in a state of mental agony for five years since the closure
of my cinema. Among those considered film addicts are
persons who cannot go on living without watching films.
In my case, my association with cinema began when | was
little as a bread-and-butter job and business and | do not
love films to the extent of film fanatics. However, knowing
that there are some people who really love movies to that
extent served as a source of encouragement when | restarted
my cinema. It so happened that | was screening films that
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were only distributed to minor cinemas. As Mr. NAKAE
mentioned before, the mission of cinema may be different
from one area to another and the types of movies that are
screened may be different, too. In view of the situation
we are up against at the moment, | must say that we are
really struggling. Unless we do something, | for one will not
survive. Therefore, | believe that we will need to devise some
sort of scheme to keep afloat.

KAMIYA: Nonetheless, we would prefer to maintain our
cinema in prosperity rather than in poverty. Mr. MOGI
mentioned earlier that he would like to pay his employees
salaries on a par with local public servants. It stands to reason
that we should aim to bring the working conditions of the
people who work at cinemas to the average wage level. At
the moment, however, after the expensive initial investment
in our cinema and operating as we repay debts, | must admit
that the situation is rather tough. However, what we are
aiming and hoping for is to be able to provide our employees
with their rightful holidays, to increase their salaries regularly,
and to be able to give them even a one-month bonus at the
end of the year. We are also developing new merchandise
to sell in the foyer by selecting items that match the themes
of upcoming films. We also devise specific marketing angles
for each particular film. For example, we promoted bracelets
with the birth stones of Korean film stars to capitalize a little
on the Korean film boom in Japan. To increase the number
filmgoers who are very supportive, we are also recruiting
the Cinema Club members. The number of club members at
present is about 4,500; however, we believe that if we can
increase the number, we will be able to manage our theater
with greater stability.

Another important theme of this conference is the "Future
of Japanese Films", which was cited as one of the sub-
topics to be discussed here. Multiplex cinemas screen only
mainstream Japanese films. If that is the case, we would
like to be the recipients for screening the more than 300
Japanese films which are produced annually. We would like
to provide our venues as places where filmmakers can have
direct contact with their audiences. In this way, they could
find out more about what their audiences are looking for in
movies, and hear about their lives and ideals firsthand. Mr.
NAKAE travels all over Japan, so | think that such interaction
might be reflected in the creative motivation of his films.
If the community cinema is a venue which promotes such
interaction between people, | would like to cooperate with
viewers to do what | can to turn our cinema into a place like
that at all costs.

MOGI: In Takasaki, there had been four cinemas with eight
screens nineteen years before we established Cinematheque
Takasaki. However, they all closed subsequently and a
multiplex cinema was established five years ago. Since there
was no cinema on the west exit side of Takasaki Station, we
set up our cinema there. However, we selected the site to
meet our convenience and, to be honest, we do not know
whether the community even wanted us to be there. | am
sure it is the same everywhere, but cinemas will never get on
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their feet unless there are people who have a desire to see
more films. If we had not set up our cinema there, | am sure
one would never have been established there. An art-house
theater is also a commercial cinema, so we hire films, attract
audiences, and keep the business running as we attempt to
pay salaries to our employees and repay the film distributors.
So, obviously, it is preferable to have more income than less.
At the same time, there are films that we definitely want
to screen even if they attract very small audiences. So, how
do we resolve this problem? We strongly felt that unless
we came up with some measures and tackled this problem,
there would be no solution forthcoming.

MODERATOR: If | can venture a rather cynical comment
and question here - while | believe securing diversity in films
is one of the ideals of the community cinema, as far as | can
see from observing what you say about your activities, | get
the impression that you are doing what you do because they
are fun for yourselves rather than from the sense of mission.
Is my impression wrong?

MOGI: Frankly speaking, it would be really fun if we didn't
have economic concerns.

NAKAE: For me, what is important is the presence of an
audience rather than having fun. This means a lot to me.
If it weren't for the audiences, | would not have done it.
Making films involves risks from beginning to end and is not
much fun as far as | am concerned. However, when | feel the
strong wishes and desires of audiences, | cannot help but
feel, "This is it!" In this sense, | feel that for people like me
a sense of mission is an absolute prerequisite to running this
sort of enterprise.

TAKEISHI: Going back to our talk about poverty, our cinema
after one year of "no salary” status gradually improved to
the stage where it could pay employment costs. It was a
good experience going through such a process in a country
like Japan, which deceptively appears to be affluent. A dango
(rice dumpling) shop called Iseya in our local shopping area
looked after about one third of our daily meals. Sometimes,
in the evening, the owner of this shop would casually bring
us servings of sekihan (festive red rice). In return for this
generosity, we have been offering discount coupons for that
shop at our cinema since the opening and we have been in a
mutual relationship of prosperous coexistence.

Fukaya is in a rural area and, to our delight, some of our
viewers often brought us fruit and vegetables. It was
wonderful to have this form of interaction with local people
not based on monetary means. And when we were finally
able to pay employment costs, | began to understand the joy
of being able to eat unadulterated white rice. In my case, |
had worked in the children's film section of Nikkatsu Corp.
in the past and therefore wanted to be able to contribute
to the local community by starting a cinema. | believed that
the concept of a community cinema was not a thing of the
past - if we could live within our means and give support
to each other. To me, the fact that a cinema exists here
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film culture. Irrespective of whether they are good or bad,
the Cultural Affairs Agency brought the diversity of Japanese
films to the fore when it was showing Japanese movies in
Seoul. It may well be that Japanese films have the greatest
diversity in the world as we are often told by foreign film
critics. If multiplex cinemas become the only venues for
showing movies, the Japanese film culture of diversity will be
lost. Therefore, to protect the Japanese film culture which
embraces diversity, it is necessary for local governments
to respond to the needs of the people. This leads to the
question as to what role the national government should
play.

Of course, it is necessary for the government to protect
Japanese culture and its film culture. However, unlimited
financial resources for such protection are not available.
This is also the case for all of you here. At the end of the
day, whether it comes from the public purse or a private
purse, the fact is that there is a limit to the availability of
money. The issue here then is the extent to which financial
resources, both private and public, should be allocated for
movies. In the past, the Cultural Affairs Agency allocated
more resources to the production of films. However,
following the appointment of Mr. Hayao KAWAI as Director
General of the agency, discussions were held with various
film producers concerning the state of film promotions. The
outcome was the necessity to look at the importance of film
screenings, and allocations for support have been shifting
from film production each year to film screening activities.
Because there is always a possibility of curtailing freedom of
expression in giving financial support to productions, | think
it is better to shift support entirely to screening completed
films instead. However, this shift cannot take place all of a
sudden. We need to take it one step at a time.

The screening of films can be divided into three main
modes: short-term screenings such as one-day screenings
or screenings for film festivals; screenings at permanent
cinemas; and screenings at cinemas with a somewhat public
position but enjoying a happy medium of the two modes
above like Sendai Mediatheque. | believe it is time to hold
serious discussions as to which area support should be
provided. The fact is that there was very little support for
films in Japan in the past but this has increased suddenly in
recent times. It is a kind of "bubble" phenomenon. When
this film support bubble occurred, where did the support
money go? It went to film production first and then to film
festivals. However, none of that money made its way to
permanent cinemas. There is a need to have new discussions
to determine who should receive support and through what
channels. That includes both government administrators
and the people who are actually involved in the screenings.
In particular, the people who run permanent cinemas are
constantly faced with the "reality". However, when it comes
to screening films, the shorter the screening period the
less the need to be confronted with the reality, so there is
a danger of being disengaged from realistic discussions.
The discussions should also include events like the Tokyo
International Film Festival. We need to continue discussions
to decide how to consider these issues. | believe this is the
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reason this conference was held, embracing the community
cinema more broadly as a theater which is opened widely to
the community and why companies, individuals and NPOs
were considered in the same framework. In other words,
people involved in such screening activities (of the permanent
cinemas) are constantly faced with the economic realities and
naturally have to take responsibility for them. This is the real
issue. And this is not the sort of issue which can be simply
glossed over by the love of films.

| would like to mention the situation that is not about films
but that we may relate to the community cinemas. There
are many people who love operas. However, in general,
operas are never be financially successful in Japan. For
this reason, the government came to provide support for
operas and has done so on the same level as films or even
more generously. One company in receipt of this support,
an opera company in Osaka, began to take government
subsidies for granted as part of the ordinary affairs of life,
and it came to light recently that it had embezzled 30 million
yen annually by saving subsidies from the government for
use for other performances by fabricating official receipts
required for submission. The government, whether it is for
film productions or operas, cannot possibly check every
detail in each case one by one. In this case, what was initially
motivated by a "love of opera" rather than an intention for
personal gain somehow resulted in the embezzlement of
assistance funds. The incident was a result of lack of serious
consideration as to how much opera was really in demand
within the community in Japan. To prevent films from ending
up in the same pitfall, | believe that we must give careful
consideration to allocations. In fact, the number of film
festivals is increasing but the source of government support is
limited. Therefore, if we are to provide support for every film
festival, the amount of subsidies for each film festival may
have to be reduced. Therefore, this will lead to a narrowing
down of the target recipients. In this case, we would have to
hold discussions in an appropriate way to decide whether,
for example, the film festival which demonstrates the
strongest "love of films" is the right recipient, or the festival
which is most appreciated by the local population is the one.
This is an issue that all of us, not only government officials,
must give consideration to. However, as a key player in such
circumstances, the community cinema will become a very
important focus.

The Korean film industry is full of vitality and the Pusan
International Film Festival is a wonderful film festival.
However, on another front, when you think of what's
available in Japan and not in Korea, that is likely be the
community cinemas. In Japan, during the 1960s and 1970s,
after the passing of the golden age of films, cinema after
cinema went out of business and there were many towns
without cinemas. When a film festival like the Yufuin Film
Festival started, it served as a short respite from the loss of
its cinemas. However, a short respite is not good enough. |
believe that we need to pay attention to community cinemas
as long-term players in permanent operation. In fact, to
be honest, there is an issue as to what kind of framework
we should adopt. One approach which may be considered
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is to support all community cinemas. While | was holding
discussions with film producers at the Yufuin Film Festival,
there was a suggestion of establishing national cinemas. The
idea of setting up national cinemas is rather unsuitable at
the time when even national museums are about to adopt
a designated administrator system. However, in this case,
another way of looking at the situation may be to regard
all of you here as appointed administrators of such cinemas
or this proposition as a market trial. We may not be able
to provide support to a sufficient level for all community
cinemas in Japan, but it might be the best measure at
this moment to expand the scope by providing some sort
of support at any rate. Furthermore, there is a need to
discuss such issues in a comprehensive manner. We need
local governments to think logically in terms of what local
residents want. However, | do not believe it is necessary for
local governments themselves to hold a sense of mission
with respect to protecting Japanese film culture. In terms
of support, | believe we need to think outside of the box
beyond existing methods and consider what we should do
for the future of community cinema while this exciting, new,
and vigorous movement of community cinema is still alive. It
would be regrettable if 10 years from now we realized what
we had after we lost everything, so | would definitely like to
give careful thought about this issue with all of you.

MODERATOR: Thank you very much, Mr. TERAWAKI. Well,
time is running out, so could | please ask you to limit your
comments to essential points that you really want to make.
Yes, Mr. MIZUNO, please go ahead.

MIZUNO: The cinemas come under the jurisdiction of the
Ministry of Health, Labor and Welfare and are treated the
same as pinball pachinko parlors and public baths. Therefore,
when an issue related to cinemas arises, the Ministry of
Health, Labor and Welfare is supposed to take some sort of
initiative. However, in reality, no such initiative is taken by
the ministry and this is ridiculous.

What | would like to say in addition to this is that | feel
there is no need for cash. | believe there are other ways of
receiving support. For instance, when we want to screen
Japanese films which come under the Special Film Selection
or recommendations from the Ministry of Education, Culture,
Sports, Science and Technology at my cinema, and when
we apply at the local board of education, most of the time
our applications are rejected because we are "for profit"
organizations. | think this is ludicrous. If you could change
this situation at least, the running of our cinemas would
improve. | am not trying to make a lot of money, but simply
trying to lead a normal life and raise my children in a normal
manner. For me, it would be enough to lead a life being able
to pay for my pension and taxes. In addition to this, if | could
run a cinema where | could play a role in promoting peoples'
excitement for movies. That would be my ultimate happiness.
| believe that even cinemas play a small but integral role in
the overall rendition of a film. A cinema is that important a
place. The issue is not about the money, but in areas which
include the surrounding system. What astounded me recently
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was the news that when the members of an NPO of a child
support network requested assistance for the screening of
a documentary film, Children's Time (2001) by the director
Mariko NONAKA, at the prefectural board of education,
the request was turned down. Requesting a loan of 100,000
yen, the NPO members were turned down by the person
in charge of the Aomori Board of Education office on the
grounds that watching movies was a form of entertainment,
like pachinko, pinball games, and the like and not a cultural
activity. The fact that there are still people with views like
that in such positions in this day and age is unbelievable to
me. | think that even if you could make a dent in perceptions
like that, it would be a great help for people involved in
independent cinemas.

TERAWAKI: You are absolutely right. Support other
than financial support is also important. The logic that
permission cannot be given because a cinema is a “for
profit" organization is outdated by about 30 years already.
We need to have the local boards of education update their
knowledge. It is the responsibility of the national government
to point out such matters in a more appropriate manner.
However, not only the boards of education but also public
organizations like the Cinema Archives sometimes refuse to
give permission to commercial businesses. At the moment,
the Board of Education of Aomori Prefecture has become
embroiled in this hot issue and is being portrayed as the
villain, but this is not an issue limited to government or other
public organizations. We need to ask ourselves about our
own bureaucratic attitudes and whether people engaged in
films also possess such bureaucratic sentiments. It seems we
all have our different, respective roles. A person from some
local government once told me that he wanted to build a
film archives equal to that of the National Film Center of the
Tokyo National Museum of Modern Art in his town. | believe
that this is something a municipality should not be involved
with. The work of a local government is to encourage people
to watch films in close proximity of their community while
there is a division of roles for the highest echelons of film
research which should be assumed by organizations like
the National Film Center. Therefore, as pointed out by Mr.
MIZUNO before, we must keep changing the system.

The reason why hardly any of you panelists today are
being included in proposals of the system for supporting
the screening of Japanese films is that you are "for profit"
organizations. However, the problem is that "for profit"
organizations are the organizers of the screenings. But there
is also a way for screening films to be organized by other
organizations using the same cinema. Furthermore, the
Cultural Affairs Agency itself is capable of checking an issue
like what kind of organization is going to be responsible for
which organization, or what role this person is going to play,
and we must acknowledge the spirit of those who make it
clear that they are not looking for money, as Mr. MIZUNO
stated. However, an approach such as berating a body like
the Board of Education of Aomori Prefecture narrows the
focus of the issue. In this case, | would rather like to see an
approach that will make such people rethink their views
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Reception

BRTOMNMEBYESINRIRAIRT R MeH
Panelists and guests engaging in discussion
in a friendly atmosphere
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From left: Ken TERAWAKI, Director-General, Cultural
Affair Department, Agency for Cultural Affairs, Tsuguhiko
KADOKAWA, Chairman, Tokyo International Film Festival,
Kim Dong-ho, Director, Pusan International Film Festival






BARE

WREOBE L RE

IALT A T« 7EMR & FLWRRAEPEN =M
RAGEICKZRERHINBZI AT 4 TEMMEREEE TS L &
BT, FLIRMGA T« TEMOREZEEZLBNLTVWE AT 1
TEMORATY,

T— by 2B, PR —4T20 T—bLBE, BEROXTA
TEMERICHERDBANE G T LANEHNNZ S, BIROZHEHIC
g, FlcGFHBE#ERIILKL S E LTWAXIETF AT«
TEMRIE. BEREFTELS BALSOEELEE>TVET,

SE. RREBMERICEW TS TREER. BFEREH
EBL. BRADOBREICERLEREBNLE L

B Aims&Report

The Japan Media Arts Festival is both a contest that rewards
highly creative works featuring new modes of expression and out-
standing artistic expression, and a festival for showcasing a wide
range of creative activities that use cutting edge media techniques.
Japanese works of media art such as art, manga, animation and
games currently attract the world's fervent attention, and the Ja-
pan Media Arts Festival, which strives to establish new evaluation
standards unconstrained by existing frameworks, also attracts in-
creasing attention both in Japan and overseas.

The Tokyo Film Festival showcases new award-winning and other
outstanding works, and introduces them to a wide range of inter-
ested persons from Japan and overseas.

¥R /Lineup
7 — BB /Art Division

BFEEFR

Excellence Prize

Foio

oio

©Amoniak films / Simon Goulet
S e
Simon Goulet

BFEFR

Excellence Prize

[z reactor]

z reactor

© HB —i5 2004

HE
Kazuhiro GOSHIMA

s
/a

EHERCRS, BEWYE
YnE, CGICRZABH.
RIFEENRY HRE
MGEETIZIVRELTL
%, ZILEEDBEEIZR
BAICHIRRESZ B,

Various colored paints
splattered through the
air. Although this appears
to be CG it is actually
digitally edited live footage.
Changing vivid colors
entrance the viewers.

RROBERASEZRELRN
BREDIRDEARDEWVT
EE A IR e MR E R
AfeDDOMGgE Dix S HEB
BRIC K > TEEA ILIEH
[cRLC5N %,

A visual image that integrates
two images of an ordinary
Tokyo scene taken from
different perspectives by
showing them in rapid fire.
The afterimage effect that
integrates the two images
makes the image appear 3-D.

©Hitoshi Akayama

i 1T
Hitoshi AKAYAMA

R Fa

Recommended Work

FdiceJ

dice

Y200 EN) EHSHE
TEEREUIRL TV, KN
AYRBCofeYra0fkes
DHEIF—FBEDODIRT— LA
HNERCRA2AZHBT T 5,

Dice multiply repeatedly
as they roll. Viewers
become mesmerized by the
callisthenic-like movements
of the large and small dice.

©Yoo Jl-young
d-Y3av
Yoo Ji-young

HEER
Recommended Work

['Visual Network J

Visual Network

BEED K S GBI, KR4k
KBEZARAICRBO TS, £
NoZHSWRFETRE
H L. BIUTEIRMAFTL
B 1Ef.

Faces like Noh masks conceal
various expressions. This
work uses various means to
reveal them and makes a
strong impression.
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HEIER
Recommended Work

FZOUNDSJ

ZOUNDS

% AT

i

© /JIFEA

KRR

Recommended Work

rERTERR

TOKYO CITY

CGDF+ 37 2—fcBH
TET %, RFEEDLTEDLD
WOFr S 2-TcE0H
ELERD BN,

various musical instruments
march in time to music. Both
the movements of the cute
expressive characters and the
music are great.

BERED7V _A—3vTH
ROBERENEHNDI VY
ICRE, Fv 7 2—0DF
DEFBE@EmA RN D EFD
[ =[N

©FK FH/EX WEILE

AARFEHH IR $EY

Hideaki MOTOKI Yusuke KOYANAGI

Bllhbe TRESEICHL CG characters impersonating PUTIINWEFYSIR—& Modern-day Tokyo is

accurately and keenly depicted
in an animation with simple
characters and scenery. The
way in which mobile phone
displays produced by the
characters flow is interesting.

179—7_"{ e % h%ﬂﬁ /Entertainment Division

Character Samanosuke by

2004 ALL RIGHTS RESERVED.
B #E

Mikitaka KURASAWA

©Fu Long Production, ©CAPCOM CO,, LTD.

BFEER
Excellence Prize

rSREE 3.
A==t}
YEAITAVR
Onimusha 3
Opening Cinematics

OYKK AP &4t / Rl S4H BiE /
B R R

F RBE HO 50—

BFEFR
Excellence Prize

FYKK AP
EVOLUTIONJ

YKK AP EVOLUTION

Takeshi YOON / Koichi IGUCHI

AT =LV V—XDF—TF
ZVTBE, HRGERT—IV
BETIVCGT A=Y 3>
DEAICHEE Y —VIE0 &
DOBBIERE LTEWVTER
EEEA TN,

Opening footage of a popular
game series. Grandeur scenes
rich in impressive full CG
animation have been produced
as a film with a high degree of
perfection.

BUWER D o K Y EFE
EZLEHAS, I—Ov/iD
HEHFERITLTWL, ¥
BEFDZEICTEEY D EY
FitEondiw—7lc,
RE L CGCDERDENRM,

A white object changes
shape slowly as it flies
through the streets of
Europe and becomes
a corporate logo when
it reaches the sunset.
Impressive combination of
live-action film and CG.

R EFR

Encouragement Prize

rHHhE)

Cherry-Clouds

i3

Recommended Work

FTAKKYUISHINO/

The Rising Suns

TAKKYUISHINO/The Rising Suns

YEDBBHML KEFKIT
GESACGT A=Y 3
Yo B VETVFRY, B8
DEFEMAKDE, 1=—
I IERENRNEFE D,

the elation of love to the
beating of drums by men in
loincloths. School uniforms
and loincloths. The sound
of hearts throbbing and
Japanese drums. These
unigue comparisons invite a
smile.

HEDMZ BEHAIC. EILD
B, AaDHInBi
FEERLER 8HE
IEBZ BV 7 ILEBRED
AVINT b Ko

© Hhhat ©Ki/oonRecords Inc.

HhhH Hb F=

akane-maru Hideyuki TANAKA

EOMELZRHERET VK A CG animation that likens AFEROBFRICEDE. A work depicting crowds

atop a building and on a
street corner as the sun rises
aerially filmed to go with
music by Takkyu ISHINO.
Unbelievably realistic images
make a huge impact.
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KBS

Recommended Work

rFzl3xEbRBl

KIMI WA TOMODACHI

©DefSTAR/LTOON

P BT
Yuichi ITO

KRR

Recommended Work

rFEEAI

TOFU SEUJIN

OMHE

fh FHIL
Kunihiro NAKA

INEBEEEBDFOLDR
TEEN RS, —a<$D
BETD/IIRY T A—
arvhHoRITHELWL
HRBEMZ TV B1ER.

A story depicting the spiritual
exchange between a little
dragon and a boy. In this
work, puppet animation,
which is shot frame by
frame, adds a new world
view to the world of the
song.

BEHAEROBRNR - FHA
(EREAN] ckBEDORE%E
Ya—b3Y bAIMEET
fetfEfte. A2 FORESDITE
(BEDAH) ZX1DF5HT &,

A work depicting the daily
life of "Tofu Seijin", feeling
weak aliens with tofu heads,
in short story style. The story
ends with them bumping
their heads (corners of tofu).

F = A=—33 8F /Animation Division

KEEm
Grand Prize

EBFEFER

Excellence Prize

FRA YR =L

MIND GAME

FACIDMAN Short Filmy»

F%—SAl — (§i4R)
/B3, 8B, ZTOENL]

© FZEMI

ACIDMAN Short Film»-

©2004 MIND GAME Project

['SAl/Revolving...to the core |
BEE-WK: 5% BA/RE: QOCEVAE e ®
Masaaki YUASA/Robin NISHI Isao NISHIGORI
NBDA. HEhABEPAE Nishi, the main character RRE D & 5 75 138 LR Uses bold block print-like
BalLEAL-BIEZD meets his first love Myon BHOB¥E. 44+ v ok lines, unique colors and
BamEZEELTLES, ® again but dies the same 7Y JIVTHEDHE AP dynamic angles to evoke the
DNTESEHIEHFLAB P night. By and by, the ERmOBEEEREE S, changing seasons and the
RS ERICTVISDEDHR resurrected NISHI ends up BREOHMABEHKICKRR cycle of life. This music video
TESTHEICGSRD living with Myon in a whale's magnificently depicts a world

stomach but...

LEeza—yyvoeraE

Afo

view of music.

OAFTRS
NG« 3>
Park Sejong

BEEER
Excellence Prize

FBIRTHDAY BOY J

BIRTHDAY BOY

FE13 1951 F, PEFXBED
EHBN, TTTELTH
DFDREBZHEGTH 5.
BHRICEZHFDREEZ T
BRELDZY—UHHRHIC
BYRATENTLS,

Set in a village on the Korean
Peninsular in 1951. Scenes
evocative of the footsteps
of the encroaching war are
effectively included while
depicting a boy's birthday.

EREFR
Encouragement Prize

=

rgg

DREAM
© FBEA
e BEA
Taketo SHINKAI
FARDMAELELSED The leading character returns
TIERACHBEICE> TV, to the same place however

AZRAMZYFOER. TE
FTF BEHFICE>ERE
BLEM. ZLTFEEE
Y BRERDENRH,

many times he awakes from
a dream. Its illustrative style,
absurd development - the
reverse of "Dream Ochi”,
and surprise ending are
impressive.
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@all right reserved by Shim Beom-sik

Vs RLVY
Shim Beom-sik

HBER

Recommended Work

rPGi-134

PGi-13

©1380098 ONTARIO INC/NATIONAL FILM BOARD OF CANADA

JYUR-FVKRLX
Chris Landreth

HEEIEm
Recommended Work

FRYANJ

RYAN

SAVTO2RPNeF ¥ S
7 2—hESTH, TNEh
{BbETHREINRE
NEPNZEF Y ST 2~
DEIEHTORED . Ky
THECGTZA—= 3,

Characters in a production
line are lined up in a factory.
Characters begin moving
when a specially prepared
liquid is poured over them
but... Pop CG animation.

1960 ~ 1970 FEARITEEZ A
UTefBiHDT7 A —2—0
RAEMITE, T2 A—- 3
Y TRRLIcfEm. 2004 &
E7ATI-EEET7Z
A= 3 VERPIR EE.

Animated depiction of the
glory and frustrations of a
legendary animator of the
1960s-1970s. 2004 Short
Animation Academy Award
Winner.

2 > 738BF /Manga Division

©Fumiyo Kouno / A&t

KEEm
Grand Prize

r'% LD t=DE S

YUNAGI NO MACHI

FBO

BFEFER
Excellence Prize

rfeLbic-
~BRERERZ T~ ]

HIKARI TO TOMONI...

FERTHSI0ERST
HEHEBEZIEVDLEEDE.
FARDLEZEORAEBL
T leoyv) Z#EEHT,
THOALZICESDTD MH
FLid. BREIE) Z58<
BULDNF T K B1EMm.

the Showa Era.Even after
10years there,still remains
the scars on both body
and heart,caused by the
A-bomb.The author portrays
"HIROSHIMA" through the
eyes of awoman.The work asks
seriously the meaning of the
war to the ordinary people.

SAKURA NO KUNI © FEpIFLT / FKEEIE ~~ Living with an autistic child ~
50 B J=F 5 At
Fumiyo KOUNO Keiko TOBE
S51XBMN0ERDELEE, Hiroshima,in the 30's of fhELOOAZT 2= —v 3 Autism-a child with this has

YHR#GTEME F@T
3. BF0 T HEBE
RELTRHELTHSDE
HPER TLTEUPH
REzH< BEDHZF#H
EZDHENMEADHEREZE
EEASEY EIF TV,

difficulty of communications
with others.In this work,Hikari,a
son is born as an autistic child.

Agony,conflict,and the joy
of his growth are portrayed
squarely facing the reality that
disabled child and parents has.

© R+EAAN /NFEE KK

At+E AN
Daisuke IGARASHI

BFEEFR

Excellence Prize

rEE%zy

WITCHES

BT ADIEELZEMIEN
B, HBVIFIEHSTEIF
BhTLES>aERt. ®
gfebd B Z8LT
ABOEMEPHOFDOEE
EHIVIET, BEGER
TOGERTAT—IVED
KEGFHRE BN,

All characters are those who
are called witch or unexpectedly
called so.Through their
"devilishness", this work reveals
the real nature of humans or
the truth of life.Also fascinating
is the large scale world woven
with her fine style.

BRZFEF_X - 27K L—2 a3 Vil

/Animation collaboration between students of Korea and Japan

THRZEELYVEY T ZA-O5KL—2 3>

ToZav BT H
B8 RIALF A T « 7 =1 Workshop conducted
KTHREIhIHEBDODEE by Japanese and Korean
iK&d7—9>av/, B students at the 8th Japan
ELBEEEERELY Media Arts Festival.

EWETZIA—3 VTR
R L TefEdme

Animated depiction of
shiritori in Japanese and
Korean.

VAP ERER

* The Manga Division become work exhibition.
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List of the 2004 [8th] Japan Media Arts Festival Award-winning Works

W7 — bERP9/Art Division

=) Jy W

fEm

AH AVAREL—Y 3y . 2 . FZ77R
Grand Prize Installation 3 minutes Electronic Shadow France
BEE AVES9T747 1| #E [=F:S
Excellence Prize | Interactive GLOBAL BEARING Norimichi HIRAKAWA Japan
BEE A859T747 A1FUR
Excellence Prize | Interactive Sky Ear Usman Haque Great Britain
BEHE BR{R . . abad
Excellence Prize | Visual Image oio Simon Goulet Canada
BEHE BR{SR HE & [=F:S
Excellence Prize | Visual Image z reactor Kazuhiro IGOSHIMA Japan
EmE LEE S

Encouragement ?3 .nl;;,lge life-size scope Epﬁ

BI32—74 > A FEBFY/Entertainment Division

A E F—Ls EhBA AT X PeTER 1ERR A&
Grand Prize Game Wario Ware: Twisted! Goro ABE Japan
BFH BRIR TRRE3 #A—T=V7 - YRITAI X B Bz B
Excellence Prize | Visual Image "Onimusha 3"Opening Cinematics Mikitaka KURASAWA Japan
. - oL
gcﬁie Prize g-ame‘lA Alice in Vivaldi's Four Seasons Mirek Nisenbaum ds,f‘ )7
BEH iR U2 bF vy b &5 HEA [=F:S
Excellence Prize | Electronic Play Equipment PICTOCHAT Tomoaki KUROUME Japan
BEH DAL 54 I—¥— TT+Ja—rav F AL B
Excellence Prize | Visual Image YKK AP EVOLUTION Takeshi YOON Japan
RmE B HHRE HHiatL =F:N
Eggguragement Visual Image Cherry-Clouds akane-maru Japan

W7 = X—< 3 E&F9/Animation Division

v/

- b /NG

AP — L % BRER B&
Grand Prize Feature Animation MIND GAME Masaaki YUASA Japan
BFEH BUSNRE INT IV DEN 3 = B B
Excellence Prize | Feature Animation HOWL'S MOVING CASTLE Hayao MIYAZAKI Japan
BEHE FVIFIVETH 7A=Y 3> | EHETAILD! Kith FHAER B
Excellence Prize | Original Video Animation MAKASETE IRUKA! Akitaro DAICHI Japan
BEH Pt ] ACIDMAN Short Film®- % -SAl (i) /8. 163 2 D%~ | FEER B A&
Excellence Prize | Short Animation ACIDMAN Short Film®- 'SAIl/Revolving...to the core Isao NISHIGORI Japan
BEHE iR : BE/A—-A+SU7
Excellence Prize | Short Animation BIRTHDAY BOY Park Sejong Korea/Australia
B EA Bz
El[ligguragement Short Animation DREAM Taketo SHINKAI Japan

W< > /8FF9/Manga Division

AH

=

A=)~ H SIOE HDE Z50D £K B
Grand Prize Story Manga YUNAGI NO MACHI SAKURA NO KUN Fumiyo KOUNO Japan
BEE Z DAt NI R« RFANWT ~TSRY b - LT~ | BEIR E—BB [=F:N
Excellence Prize | Other BANDE SCULPTEE La PLANETE des SAMOURAIls Shinichiro NATSUSAKA Japan
BFEH A b—U=2H F&Lbic - ~EERERA T~ = (r =F:
Excellence Prize | Story Manga /HIKARI TO TOMONI-+-~Living with an autistic child~ Keiko TOBE Japan
BEE A === h BEANHETA H_BIR AR EEF B
Excellence Prize | Story Manga Mainichi Kaasan : Kanihaha-hen Rieko SAIBARA Japan
BFHE Ab=U—TAH A+E KN [=F:N
Excellence Prize | Story Manga WITCHES Daisuke IGARASHI Japan
BRE kg2 BI—t+EORFHE HONBTHEB LONBTHEBHOR [=F:N
Engguragemem Other The picture letter in Showa 20 : August 15 which | experier)cBie meeting on August 15 of mdapan
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