


















































SE3ME XETIRERER]

S53[0] tH5RAREE

A
= |

WL A AR R D, B & D Hi 2 W& B

Bunka-Cho Film Week 2006 / Tokyo Meeting 2006 1

Filmmakers talk about their first encounters
with movies and their thoughts on film
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Organized by UNIJAPAN

Co-organaized by Agency for Cultural Affairs / VIPO
Date and Time: October 23, 2006 (11a.m. - 1p.m.)
Venue: Theatre Cocoon

Symposium Theme:

How do people first encounter film and what fasci-
nates them so much that they become filmmakers?
And what do they try to communicate through their
films? We have invited filmmakers participating in the
Tokyo International Film Festival from various coun-
tries and asked them to talk about why they make the
films they do.

Panel (in speaking order):
Emmanuel Mouret (France)
Pu Jian (China)

Udi Aloni (Israel)

Igor Apasyan (Russia)
Marco Miiller (Ttaly)

Yu Tokui (Japan)
Nobuhiko Obayashi (Japan)
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Director of "'Graffiti"

Born on October 6, 1952 in Tbilisi, Georgia.
His nationality is Armenian. He has finished
Moscow Institute of Cinematography it. Gerasi-
mov. His mentor is Marlen Khutsiev.
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Emmanuel Mouret
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Director of ""Change of Address''

After studying drama and film, he directed his
first film, "Promene-toi donc tout nu !", which
he claimed was inspired as much by Eric

Rohmer as by Sacha Guitry. "Change of

Address" is his third feature film.
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Nobuhiko Obayashi
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Yu Tokui
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Director of the Venice International Film Festival / Producer

The 19th Tokyo Inter I Film Festival Inter I Competition Jury
Born in Rome, 1953. Since 1980, film critic and scholar.
Through 1980-2000, director of the Tulin Electric Shadows,
Pesaro, Rotterdam, and Locarno film festivals. Runs his own

production company since 1997.
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Director of ""Forgiveness'

Aloni's artistic works explore the discourse that
takes place between theology and politics. In his
other activities, such as university lectures, he is
a strong voice in promoting justice, peace. soli-
darity and love between Israel and Palestine.
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Pu Jian
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Director of "The Exam'"'

Born in 1968. Graduated from Beijing Film
Academy in 1996. He is an associate professor
at School of Cinema and Television, Communi-
cation University of China. "The Exam" is his
first 35mm feature.

Director of "Song of Goodbye' (19th Tokyo International
Film Festival - Special Screenings)

Born in 1938. He has been filming to reminisce good old days
in his hometown, Onomichi, a historic city and to conserve the
historic objects. He is also teaching at several universities.

Actor
Born on September 28, 1959 in Osaka. Since making his film
debut in 1978, he has appeared various films including "Shall
We Dance?". He also does theatre works as well as TV commer-
cials.
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Moderator: Today we’ve asked seven movie-related people
from around the world. Four film directors have come to join
us from the group of international competition at the 19th
Tokyo International Film Festival.

From France, Emmanuel Mouret who directed “Change of
Address,” from China, Pu Jian who directed “The Exam,”
from Israel, Udi Aloni who directed “Forgiveness,” and from
Russia, Igor Apasyan who directed “Graffiti.” From Japan
we have Nobuhiko Obayashi who directed “Song of Good-
bye,” a film in the Special Screenings section of the Festival,
and character actor, Yu Tokui. And finally we have from
Italy, Marco Miiller who is the Director of the Venice Inter-
national Film Festival and is on the International Competi-
tion Jury this year for the Tokyo International Film Festival.

First, I'd like to ask each of directors in competition to talk
a little bit about their films. Let’s begin with Emmanuel
Mouret, who also starred in his film.

<Short screening of “Change of Address”>

Emmanuel Mouret: It is difficult to explain my film in a
simple way, but what I wanted to portray was the clumsiness
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"Change of Address"
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©Moby Dick Films

of man. Ever since I was a child I was moved by the awk-
wardness of people that I saw in movies.

This awkwardness expresses people’s human side. People
are exposed and vulnerable, and so they are forced to adapt. I
am attracted to clumsy main characters in comedies that
make mistakes but continue trying to do their best. These
characters are neither optimists nor pessimists. They are just
going through life the best they can.

<Short screening of “The Exam”>

Pu Jian: My film is very simple so I can describe it very
easily. It is a film that portrays the life of an ordinary person
you’d find anywhere. The heroine is a teacher that lives in a
rural village in the northern part of China, and she is put in a
position where she must chose between her students and her
daughters. These decisions are ones we make often in our
daily lives.

And, besides being a movie about making life decisions,
this is also a love story. It’s also about giving. China is in the
middle of developing and the changes are profound, and 1
would like to continue recording the transformation of
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China’s society and people.
<Short screening of “Forgiveness”>

Udi Aloni:
me, it’s almost like a gift to my Palestinian brothers and sis-
ters in the form of art. I wanted to make a movie that deals

I'm a Jew and I'm Israeli. And this movie for

with politics that doesn’t have a realistic look but deals with
the trauma within us. I wanted to do a movie that is very
concrete but also very universal. And I thought about what it
is to return to your trauma zone, not in the realistic look but
in the unconscious, in a more dreamy way.

The name “Forgiveness” in Hebrew also means “under-
ground tunnel.” So I make this movie, we all make this
movie, Palestinian and Israel actors, with a lot of sadness and
love. And we thought about the sentence that Freud opened
Interpretation of Dreams with: “If I cannot bend the forces
above, I will tremble the forces of the underground.” So this
movie tried to work on the underground and that's the verti-
cal place of underground tunnels and the horizontal narra-
tives of Forgiveness. And I hope I succeeded even some of
what I tried to do; it will be good enough.

20 Bunka-Cho Film Week 2006
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<Short screening of “Graffiti”>

Igor Apasyan: It’s difficult to describe my work in a sim-
ple way. Even as the director, it’s hard to give my thoughts
on my own work right after production. The country where I
was born and raised, the Soviet Union, no longer exists.
Because our country collapsed we had no other choice but to
find a new path and there were many mistakes made, much
trial and error. When you’re searching for a new road to
what is right, you’re never sure in which direction to go. In
front of you there’s a lot of light, your destination. But
you’re just not sure which destination is the right one.

The present Russia may not be the most beautiful or com-
fortable country. People’s beautiful souls may have been
destroyed by war. I don’t mean any specific war. It’s just that
people have been brought to the brink by so much fighting,
by so much conflict. What I wanted to say in this piece is
that when people go through that much inner pain, they can
become true artists. And it’s also a work that reconfirms why
we create art in the first place.
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"Forgiveness"

Moderator: Mr. Miiller, you’ve provided many opportuni-
ties for filmmakers to meet through producing film festivals.

Marco Miiller:
kinds of films when we’re young. And then we move
towards the films of a certain kind. But what happened to me

Well, I guess we all start to see various

is that after being a film critic, I left my country Italy, and I
went to live in China during the Cultural Revolution for
three years. And that's how I started getting exposed to films
which had very little to do with our Western films. And at
the beginning, don’t forget what kind of times were the times
of the Cultural Revolution. It was mainly Albanian, North
Korean, Rumanian, a few Soviet films from the thirties and
forties. Then film production was resumed in China and the
first batch of feature films could finally hit the screens. And
even in some of the more explicit propaganda films, we
found ways to go deeper into the psychology, into the souls
of the people we were living with.

And then at the end of *76, with the downfall of the Gang
of Four, most of the old films were finally brought back to
the screens. At that time I was a teacher at Rome University,
but having seen so many non-Western films and having felt
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©United Kings Film/Metro Communications

through the emotions that those films conveyed that I could
go somehow deeper into the cultures of those countries
which were far away and which were speaking a different
language, then I decided that I wanted to share those emo-
tions with other people and so I became a festival manufac-
turer.

But when I started running festivals, I realized that it was
not enough to create a festival of films which already exist-
ed. It was also important to invent a festival of films to be.
We invented co-production workshops so that filmmakers
and producers could use that special meeting place to realize
their projects.

So it was natural that after a few years I decided to become
a full-time film producer so I would produce films to try and
get a different understanding of things. And I was lucky
enough to work with filmmakers who also had the same atti-
tude towards cinema, meaning that they didn’t think they had
all the answers, and they needed to make a film to find the
answer.

Moderator: Mr. Tokui, you are an actor who is in movies.
What was your first introduction to film?
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©Cinematograph "Third Millenium"

Yu Tokui: 1 saw my first film when I was in first or second
grade. I went with my mother to see a Toei yakuza film and
some special effects movie and I remember it had a great
impact on me. I was born in 1959 and so you can say I was
of a generation that grew up watching television. Not every-
one felt really strongly about movies. But when I decided I
wanted to become an actor, there weren’t a lot of places to
study acting, so I ended up going to the Toei Actors School
that was on the lot of the Toei Kyoto Studio.

Because it was a place where they actually made movies, I
saw up-close the work done by the lighting crew and the
cameramen, and that changed the way I looked at films.
Actors are the ones we see on the screen so it seems like they
are the core of the movie, but I saw first hand by being on a
set that they are just one part of a larger machine.

Moderator: Mr. Obayashi has his film “Song of Goodbye”
screening in this festival. What about you Mr. Obayashi?
You have the most experience with film of all our panelists
today.

22 Bunka-Cho Film Week 2006
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Nobuhiko Obayashi: Hello, everyone. You are all impor-
tant colleagues to me in the film business. Our films are not
complete by just showing the pictures on the screen. It
becomes a film when the viewers see the pictures and hear
the words in their hearts. And when those people talk about
how they feel about the film and communicate that to one
another, that is when it finally becomes a film. So our films
are actually collaborations between everyone. I feel very
happy to be able to share this time with filmmakers from
around the world and everyone else in the audience.

I am 68 years old, and I’ve been making movies for 65
years. When I was three or four years old, we had a toy
movie machine in our house. I used to cut up the film and
create different stories, or scrape off the images on the film
and draw in my own pictures to make animated films. From
there I borrowed my father’s Leica camera, taking one frame
at a time and putting them into the movie machine, and that
way I could become the star of my movies. I used to love
playing around like that, and cutting up the film was one
thing I wouldn’t get in trouble for. I guess the adults around
me recognized it was a way to encourage creativity in chil-
dren. When I was playing and making movies, adults would
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say, “Nobuhiko is such a good child.” And that made me
happy. If I could be happy I would be a better person, and
then by showing my work to others I could make them happy
as well — that has been my goal for the 65 years that I’ve
been making movies.

I suppose I can call myself a professional filmmaker now,
but what I do is not that different from how I made movies
when I was three or four years old. It’s all so that I can be
happy, and so that the people that come in contact with my
movies can be happy. Of course, within that happiness are
feelings of anger and sadness as well. But in movies you can
portray anger and sadness honestly. If you’re honest about it,
you can accurately convey anger and sadness. In this way, I
think that movies are a great way to have an open dialogue.
“Song of Goodbye” is just that kind of movie. The song in
the movie, “Nijunisai No Wakare” is a famous Japanese folk
song written 30 years ago. And the young people today still
sing that song.

Songs sing about the times. The last 30 years was a time
that Japan worked hard to become wealthy with things and
money. And it did. And instead of becoming happier, there
has been a loneliness and sadness that has hit the hearts of

[22ZFDFIN Lycoris ERTEE TR
"Song of Goodbye"
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the people. People make things more complicated. I think the
reason for this is with the development of civilization and the
economy, culture has been lost. This is a film about love, and
love is a symbol of culture. Love is an important aspect of
culture, and to see how civilization and the economy have
fiddled with this to make us unhappy is what I wanted to try
to have fun with and to think about honestly, using this song
written 30 years ago.

I think you’d understand what I’'m trying to say if you saw
the movie, but for those of us Japanese who have sung this
song for the last 30 years, our society is about things and
money, as opposed to a cultural society about love and the
heart. I wanted to have fun with the contact, encounters, or
confrontation of those two cultures and think about it honest-
ly, and so I tried to express that in an entertaining format. I'd
be interested to find out what people thought about it.

Moderator: Do you find your work differs from others, par-
ticularly international filmmakers?

Nobuhiko Obayashi: With film, the screen starts out
white. A white space like that doesn’t exist in the natural
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and the laughter and tears.
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world. It’s something that we have created through culture
and art. When someone comes up with an idea and puts it
into action, pictures are projected and you can hear the
words. Anyone can become this someone. It’s not just the
countries like Japan, America and France that are different,
but even within Japan, each Japanese person is different. So
in those terms, it’s possible to have as many films as there
are people in the world.

What’s great about films is that each person is different.
Everyone has their own world. To find someone similar to
yourself and proclaim yourselves compatible is something
you can do outside of the world of cinema. But in these
cases, if your opinions differ and you make that known, you
will fight or even go to war. The wonderful thing about film
and art is you can say, “So you think that. Well I think this. I
wonder why we’re different. I wonder why we express
things differently.” And when this happens you can see each
person’s differences in their nationalities, their financial situ-
ations, their religions and you see that we are all individuals.

If we can understand our differences and still stand next to
each other, then we are on the road to peace. That’s why
something like an international film festival is so wonderful.
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And I would hope that when you see what is projected onto
this white screen, when you see a film that is completely dif-
ferent from you, that you can understand and hear that per-
son talking to you about what his story is.

I am lucky enough to be in a position to project my own
thoughts and feelings onto this white screen, but it isn’t a
special place to be. I think we can help to make our society
richer by just watching and talking about the films that we
love.

Moderator:
some who believe that a movie starts with a certain message,

And that’s the power of movies. There are

and then that idea is exaggerated to become a film. What do
you think about this?

Emmanuel Mouret: I don’t really have the intention of
communicating a message in my films. Rather, I think it’s
about expressing the questions one has to oneself. With
regards to exaggeration, isn’t everything people perceive and
try to express an exaggeration? It depends on the person, but
in my case, it’s not so much exaggeration as an expression in
the aim of reaching my destination.
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In the daytime we used to fight against the Israeli soldiers
and the occupation and at night we saw movies.

Udi Aloni:
explain why I became an artist and not a singer (laughs).

(sings) Change your heart... 1 just wanted to

Originally I came from visual art but as a young kid I used
to be at the ticket counter in the Tel Aviv cinematheque and
all the time I saw four, five movies a day. So when I did
visual art, I was thinking movies. And then in the daytime
we used to fight against the Israeli soldiers and the occupa-
tion and at night we saw movies, and late at night we argued
if Trotsky is right or if Mao Zedong is right.

And then I thought that we have to think from Israel-Pales-
tine, and from there try to create not only a theory but also a
new visualization that belongs to us, because in a way, from
there you can move to more international understanding.

For a while I thought that the West wants certain kind of
movies from us. It’s what I call “Liberal Colonialism.” They
like there is
something they demand from us. And I really thought about

want us to be a little bit radical, very realistic...

how we can break this structure, this cliché of what is a left-
ist moviemaker or a human rights moviemaker, where I can
bring the pleasure principle of our smell and colors to create
a different way of visualization and discourse. And I think
it’s a good goal. It doesn’t always have to be successful but
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it’s a good way to try to structure something in a way that
can surprise us.

Pu Jian: I think that this is something that directors and
people like us who are involved in films, and even people
who just love movies all think about. I think that’s what
drives people to go from just watching movies to making
them. People involved in filmmaking always have some kind
of experience in their childhood that connects them to it.
When Mr. Miiller was in China studying during the Cultural
Revolution I was still a child. China back then was a very
poor and closed society, and there were no televisions. For
us, watching movies was a way to understand a different
world, a way to find out about how people lived in different
worlds. In that environment I became intensely interested in
films. And, I became a film director.

The young film directors in China today are interested in
recording the society as it is today. The changes in China in
the last 20 years are something that only those living there
could truly understand. When I'm recording the changes in
society like this, I am constantly focusing on the everyday,
common person. What they feel in their day-to-day lives is
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Emmanuel Mouret

the same as what we feel. I am so happy that people will be
able to see this work of mine here at the Tokyo International
Film Festival. I would like for the Japanese as well as the
international filmmakers who are here to see it and further
their understanding of China today.

Igor Apasyan: If you ask a director why he started making
films, you usually get the same answer. That’s because there
isn’t any other answer.

My first contact with movies was also when I was a child. I
used to go to the theater with my mother a lot. I was curious
as to what was behind the screen, and I pulled my mother’s
hand to go see what was behind it, but there was just a dusty
space. That was the moment my illusion turned to reality.
We are pulled into the world of movies by this illusion, and
the laughter and tears.

People work while feeling emotions such as joy and sor-
row. What I can do is to have those kinds of emotions as I
create my films.

By creating emotion, I think we can change the world.
One movie may not be able to stop a war. But as film direc-
tors I believe we can instigate some kind of change in people
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through our movies. The great movie director Tarkovsky
said, “Film is the struggle of pursuing one’s ideals.”

Marco Miiller: 1 think everybody has already made the
point that there is a fundamental contract between the film-
makers and the viewers. When you sit in a dark theater, you
have to accept that for 90-100 minutes, you will see the
world with the eyes of another person, and through the emo-
tions that will come from the screen, you will have the illu-
sion of having experienced the emotions of people who live
maybe in your country, maybe in a very distant country. And
that is why somehow films have always been a guarantee
that there is tolerance and there is dialogue when people
accuse other people living in different conditions from theirs.

In 1993, a very surprising experience occurred. Some of
the people who were organizing the few still existing resist-
ing art centers in Sarajevo came to me and said, “Will you
help us to organize a film festival?”” And of course I immedi-
ately objected. They are bombing the city. It will be danger-
ous. But they said, “But that's the only signal that says we
want to go back to normal life, and we want to stay open to
the world.”
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If you want films to play the role of teaching you how to
swim against the current, films can do that. They can teach
you how to go against the current. For that you need films
that will at least give a hook to the viewer. You will feel the
emotions and you will become a different person. Then it’s
your choice if you want to stay different. If you have a mes-
sage, you should go to the post office. If you want to talk
about contemporary reality, you need some distance. We
have no need for those instant movies that are simply repli-
cating the images we can see on television. We need the dis-
tance. We need the possibility of absorbing and transforming
the information through the emotions.

Udi Aloni: I think emotion is very important and of course
for me to seduce the audience is a part of my movie. But I
also feel that movies is a form of thinking. And sometimes
we try to hide our intellectual layers but I think it’s a mis-
take.

In the Garden of Eden, there are two trees. One is called
the tree of knowledge and the other tree of life, the one of
emotion and love. But they say that the roots under them are
the same roots. And I think it’s all right for us also to have an
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r us, watching movies was a way to understand a different world,
a way to find out about how people lived in different worlds.
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experience that is intellectual and emotional at the same time
because there is a lot of passion in the intellectual realm.
And I think to try to create something that works with both
of them can be a nice goal to seek for, to invite people also to
a discourse, not only to an emotional roller coaster, to stop
this division between the two.

Nobuhiko Obayashi: The great Japanese director Kuro-
sawa used to often say, “In one of my movies, if there were
just three parts where people could say ‘That’s what a movie
should be’ then I would be happy. More than that would be
asking for too much.” Those three parts are the places where
the film’s emotional heart was for Kurosawa. With film you
see visuals, so you may think what is projected is real, that
is, it’s reality, but film is a form of exaggeration and it is fic-
tion. That is, it is a lie.

We do this so that we can show emotion. As Mr. Aloni
said, this emotion is not something simplistic, but what
makes a film interesting is when you talk emotionally about
man’s most intellectual aspects. Because they are lies, you
can smoke out what’s true, and express the inner truth.

I often pose this question to people, “When you watch a 90
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minute film, how many minutes is there a picture projected
on the screen?” The answer is not 90 minutes, but actually
about 50 minutes. For 40 minutes, nothing is projected.
Movies are a repetition of blinks. In poetry we must read
between the lines, and in the same way with film, there are
parts that we see and parts that we don’t see, those that we
just feel. So, it is actually a series of repetitions of “seeing”
and “feeling.” If there were no blinks it would be realism,
but with film we fill in what we can’t see with our emotion.

Movies are not realism; they are emotion. At the same
time, I think movies have the potential of being able to com-
municate to people’s hearts in a deeper and more heartfelt
way by conveying the writer’s very intellectual ideas of the
world through emotion. If we were to talk about intellectual
things in an intellectual way, it would be enough to simply
watch video images on the TV that don’t blink. In movies
the information communicated is very incomplete, but
because of that there is something deeper that is conveyed.
And much like love, it is that communication in film that is
so strong and enticing.

To bring that out is so hard that even a genius like Akira
Kurosawa said, “In one film there are only three parts that
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If we continue the work of our predecessors, we can fu
understanding of film. We must learn from the past.
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are worthy of being called ‘film’.” The exciting thing about
being on set is everyone is trying to express that in their own
way. For example, this festival’s opening film, Clint East-
wood’s “Flags of Our Fathers” is a war movie but even
before that, it is a Clint Eastwood film. That’s because Iwo
Jima is presented in much the same emotional way as “Mil-
lion Dollar Baby” was. That’s why it’s a completely differ-
ent film from one by Steven Spielberg or Terrence Malick.

Yesterday I saw Pu Jian’s film. The camera stays fixed on
one cut, one scene. It might be seen as a boring film from
Hollywood standards, but as you watch it, your emotions
begin to rise up, and even if there is no big drama going on,
in the end you are extremely moved, satisfied and ultimately
happy. But Mr. Pu, you must have needed much courage to
make a movie in this style. For directors to make decisions
like this always requires courage and this courage exists
because of the faith we have in our audiences. In that way, I
believe you have done a wonderful job, but what do you
think yourself?

Pu Jian:
needed courage to make this film. I say this because I think

Thank you for seeing my film. As you say, I
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my method of filming is a bit different from all of yours. In
fact, in the beginning not even my crew understood my
methods. But I knew I wanted to do it this way. But once we
were about half way through, they understood. They even
said to me, “Let’s keep filming like this.”

I don’t really know where the inspiration to film like this
came from. I think film can take on many different kinds of
formats. So I think people who really love film will under-
stand the feelings I wanted to express through this movie.
That belief was what sustained me to the film’s end. Thank
you very much.

Nobuhiko Obayashi: I should be the one thanking you for
showing us your film. Pu Jian mentioned that he wanted us
to see the changes within China, and this film takes place in
the rural farmlands of China. Not the central cities, but in the
country. Even so we can feel the rapid pace of China’s pres-
ent transformation. Whether China is headed for happiness
or bringing forth unhappiness, all that creeps into us in the
form of joy and uncertainty. I think that’s the power of a
film’s emotion.
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When acting, | do everything based on emotion.
| try as much as possible not to think about it.
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Yu Tokui

Igor Apasyan: We’ve been talking about emotion and I
agree completely. Art does not start in the mind and go to the
heart, but it must come from the heart and go to the mind. I
graduated from Sergei Eisenstein’s All-Russian State Insti-
tute of Cinematography, and I recall being moved when I
saw Kurosawa’s films. When I saw his film, “Dodesukaden
(Clickety-Clack),” I felt something very emotional.

I am not ashamed to admit that my work is heavily influ-
enced by Kurosawa. That’s because when I was born, there
was already an international culture of film, and we are mak-
ing films based on that foundation. There are many ethnic
groups in countries all over the world, and they all speak var-
ious languages, but we can sit here and speak in our common
language of “film.” I think that’s wonderful.

Marco Miiller:
stand that conceptually we’re all speaking about the same
thing. As you all know, in Japanese and Chinese you use the
same word to say “heart” and “mind” so it’s already clear
this is linked. But I think that a good film is a film that will
give you first of all a gut emotion and then that gut emotion
has to travel, and finally, when it reaches the intellect, you

I think it’s very important for us to under-
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much as possible not to think about it too much. If I use my
head too much, then my soul can’t be free.

Listening to everyone today, I’ve gotten quite excited. I’ve
learned a lot. I almost feel like I would be better suited to be
sitting in the audience (laughs). A director is forced to make
decisions on set at every turn. I now see that for them to
make those kinds of decisions, they must always be thinking
about things like, “What is life? Who am 1?”

Nobuhiko Obayashi: “Who am 1?” This is a beautiful key
phrase. As Mr. Miiller said, I think the job of a director is to
be able to go as far as you can to find out who we are. |
always thought it interesting that in the world of music, they
talk about how everything that can be written on a sheet of
music has been done. But even so, new music keeps being
created. That is because although what our predecessors
taught us about sheet music is important, when we think
about who we are, we are unique in this vast universe, and so
new possibilities keep arising.

In film too, our predecessors have done much, and if we
learn from them while trying to understand who we are, then
limitless possibilities are born. When Kurosawa died he was
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past the age of 80 and he said, “I finally understand movies.

If I were in my twenties now, I would make such wonderful
movies. But one lifetime is too short to fully master film. So
the younger generation of filmmakers must continue my
work.” If we continue the work of our predecessors, then I
think we can further our understanding of film. We must
learn from the past.

Movies used to be for pure entertainment, and many people
would watch movies and unknowingly learn important things
from them. Today however, times have changed. Now, all of
you have your own video cameras and can make your own
videos and participate in film symposiums like this one
today. Building a society while recognizing one another’s
differences is how film can serve our society today. In that
sense, [ would like all of you to believe in the limitless possi-
bilities that the empty movie screen can fill.

I myself did not start out as a professional movie person.
The first work I presented was an 8 mm film that I showed
on a white canvas in a small art gallery. I love empty canvas-
es. If someone thinks about something and puts his ideas into
action, then pictures are created. Then words are born. |
become me. By others coming into contact with it, by dis-
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cussing it, I become me. Movies are not one-way entertain-

ment anymore. I think they are becoming a tool for discus-
sion. As a filmmaker I will continue to do my best to bring
you my thoughts, and so I ask of you to tell me, “I don’t
agree with that. But for me to be me, that will help.” I"d like
all of you to build a relationship like that with movies.

Emmanuel Mouret: This may be a little off subject, but I
think the jobs of a director and an actor are very similar. That
is, they are a bridge or connection between others while
making a film.

Yu Tokui: The actor is a part of the instrument that por-
trays the director’s idea of emotion, and so he exists as a
kind of bridge to the audience. I think if you have various
actors cast in the right roles, then the director’s emotion can
be communicated. I'd like to ask Mr. Mouret, what are the
good points and bad points of directing and acting in the
same movie?

Emmanuel Mouret: The most difficult thing on set is to
relax the actors. If you’re acting with the other actors, they
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have more freedom so they will correct their mistakes and
try new methods and not feel like they are bound by any-
thing. The difficulty is when you are editing. During editing
to be able to completely and intellectually have your mind
“on” is difficult.

Pu Jian: I'd like to ask Mr. Mouret as well, but I think it’s
amazing that you can write the script, direct and act all in the
same movie. I thought it would be fun to give myself a small
role and put myself in my films like Hitchcock did, and so I
write that kind of role in, but on the day before the shoot I
would lose the courage and have to ask the assistant director
to go find me an actor to play the role (laughs). And that’s
because once we’re on set, the only things in my head are the
visuals and the cuts and I can’t be thinking about acting. So
I’d like to ask the secret of being able to act in your own
movies (laughs).

Emmanuel Mouret:
enjoy showing off (laughs).

There is no secret. I probably just

Moderator: Mr. Tokui, so far you specialize in acting and
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not directing. What do you think?

Yu Tokui: Not to disagree (laughs), but as I see it, I think
the advantage of being directed by someone else is that you
can go places where you didn’t even think possible, places
where you couldn’t have even imagined. So if I'm told to go
right, even if I feel uncomfortable I will do that. Later when I
look at myself on the screen, I can see that the director has
taken me to a place that I never would have been able to go
had I been directing myself. Isn’t that enjoyment good
enough?

Udi Aloni:
Tiran, it was an amazing experience because I think he's bril-

For me, the experience with my actor Itay

liant and I saw him also doing Hamlet in one of the most
beautiful ways I've seen Hamlet done. So the way I worked
with him was before we started, we spent a month together
and we created the character together. We hardly read what
is in the script. We created the person who is David in the
movie together. And it was a lot of fighting and crying and a
lot of this stuff and knocking at two in the morning on my
door and telling me, “No, that's not the way it should be.”

HRHTERHEVLIZER. BEERMSLEITILN,
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s not necessarily know what the actor can bring to the film.
But it's his task to squeeze that special truth out of him.
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Marco Miiller

But once we got to the shooting itself, I felt that he knew
David better than I did. I would ask him, “What would David
say now?” if I felt that something doesn’t work. In a way it
was an invention by both of us and for me it was a beautiful
experience.

I tried to do ten seconds on the screen and totally was over-
acting. I acted too much. So I had to cut it out in the editing
(laughs).

Igor Apasyan: In Russia, Stanislavski developed the sys-
tem of acting and I think I can explain his philosophy in a
simple way. It is, “I produce within a situation.” That is, the
director provides the situation, and the actor acts within that.
To balance both I think is a difficult thing. Movies did not
exist when Stanislavski was alive. What’s important to
today’s audiences is not who the director or the actors are,
but I think it’s whether the audience can put themselves into
the situation.

The mission of art is to get people who come in contact
with that work to enter a world they did not know existed.
There is a famous quote by Stanislavski. It is “I don’t
believe.” When an actor didn’t act well, he would say this.
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Organized by UNIJAPAN

Co-organized by Agency for Cultural Affairs/VIPO
Date and Time: October 25, 2006 (10:30 - 12:30)
Venue: Sky Studio, Roppongi Academyhills 49

Symposium Theme:

Filmmakers from various countries cooperating to
make one film: this is the international co-production,
and they are being produced all over the world today.
More and more Asian countries are getting involved
with co-productions as well, but it is also true that in
this process many problems have arisen. Today we
have invited three producers from Europe and Hong
Kong who have a wealth of experience with interna-
tional productions, as well as two people who are right
in the middle of producing their Japan-China co-pro-
duction, "Phoenix," to talk about ideals, the realities
and the possibilities of international co-production.

Panel (in speaking order)
Shozo Ichiyama (Japan)

Karl Baumgartner (Germany)
Marco Miiller (Italy)

Philip Lee (Hong Kong)
Shirley Kao (China)

Kiichi Nakai (Japan)

Bunka-Cho Film Week 2006 35



PROFILE

=

Shirley Kao

[(BEl 7o07a1—Y—]

BEDTFLVERTTIOTF1—Y—ELTERL
. PEEEOREESE DIFRODRIFICHRDHET.
FEORER(F v A —ED)EEER ({12,
BRI (F T Hha I )EBER S5 b
B BERE] 5L, SHOEREFNIITE .

Producer of "Phoenix"

Worked as producer in Taiwanese television
before moving on to the production of works by
filmmakers in Chinese-speaking regions.
Responsible for many works including those by
Chinese directors, "Raise the Red Lantern" by
Zhang Yimou and "Farewell My Concubine" by
Chen Kaige.
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Kiichi Nakai
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Actor, leading actor and producer of ""Phoenix"'
Son of the late great actor Keiji Sada. While in
university, debuted with the film "Rengo Kan-
tai" and received the new actor award at the
Japan Academy Awards. In 2004, ventured
abroad with the Chinese production "Warriors of
Heaven and Earth" and in the same year won the
best actor award from the Japan Academy for
"When the Last Sword Is Drawn."
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Marco Miiller
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Producer (Germany)
Major works include "Underground” (1995), "Black Cat, White
Cat"(1998) and "Spring, Summer, Fall, Winter... and Spring."

Producer (Hong Kong)

Major works include "Crouching Tiger, Hidden Dragon" (2000),
"Hero" (2002) and "Lara Croft Tomb Raider: The Cradle of
Life" (2003).

Director of the Venice International Film Festival / Producer
The 19th Tokyo International Film Festival International
Competition Jury

Born in Rome, 1953. Since 1980, film critic and scholar.
Through 1980-2000, director of the Tulin Electric Shadows,
Pesaro, Rotterdam, and Locarno film festivals. Runs his own
production company since 1997.
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Shozo Ichiyama
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Producer (Office Kitano)

Became involved in the Tokyo International Film Festival while
at Shochiku. Took part in the launch of the TOKYO FILMeX in
2000. Experienced in international co-productions with Asian
countries.
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Moderator: At this time I would like to start the Tokyo
Meeting 2006 II, a program that is part of Bunka-cho Film
Week at the 19th Tokyo International Film Festival.

Today’s talk is entitled “Filmmaking that crosses borders
— International Co-productions today.” The first Tokyo
Meeting (2004) invited people involved with film festivals
around the world to talk about the management and state of
film festivals today. Last year we asked people involved with
their country’s governmental policy of films to have a dis-
cussion. Today, I hope to be able to discuss in detail the
present situation and future hopes of co-productions such as
those that are being made between various Asian countries,
with our panel of guests who know what the situation is first-
hand.

Let me introduce today’s facilitator, a producer at Office
Kitano, Mr. Shozo Ichiyama.

Shozo Ichiyama:
sion is about international co-productions and we have invit-

My name is Ichiyama. Today’s discus-

ed guests who have had a lot of actual experience with this.
Let me introduce our panelists.
First is the producer Ms. Shirley Kao. Next we have Mr.

Kiichi Nakai, an actor and also a producer of the film we will
be introducing later today. From Germany we have the pro-
ducer Mr. Karl Baumgartner. From Hong Kong we have the
producer Mr. Philip Lee. And finally, he is widely known as
the Director of the Venice Film Festival, but in fact is very

active as a film producer himself, Mr. Marco Miiller.

I’d like to begin by saying a few words myself. Interna-
tional co-productions are not a new thing in Japan. For
example, Hong Kong production companies and Japanese
major studios co-produced films from around the 1950s, and
although there haven’t been many, Japan and France have
co-produced some films as well. But these are seen as the
exception, and most are large-scale co-productions between
Japanese studios and international studios. It has been seen
as an area where independent production companies couldn’t
get that involved. But in Europe from around the 1980s,
many co-productions were being made between various
countries. And turning back to Asia, from around the end of
the 80s, particularly in Chinese territories such as Mainland
China, Hong Kong and Taiwan, an exchange of East Asian
film crew and co-productions were on the rise.

It is said that Japanese film at that time was a little isolated;
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films were made in Japan, shown only in Japan and that was
the end of a film’s run. Of course, because of the work of a
few ambitious producers, there were some co-productions
from around the 90s, but when you watch these films, they
would look like any other Chinese film for example, and
people who saw them probably couldn’t tell whether they
were co-productions or not.

I would say in the last seven to eight years however, there
have been more events much like the one here today, which
highlight co-productions, and many more people have
become interested in the subject. Today, we’ve invited peo-
ple from Asia and Europe who have quite a lot of experience
in this area. Our discussion will be about the present situa-
tion of co-productions, not a debate on whether it is good or
bad, but a discourse where we listen to one another.

First let me ask Karl Baumgartner to speak. Mr. Baumgart-
ner is based in Germany, founded a company called Pandora
Film, and has been active in producing many films. He has
been involved in not just German films, but has had much
experience with co-productions including films by various
international directors such as Emir Kusturica from the old
Yugoslavia, and Kim Ki-duk from South Korea. First I'd like
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to ask Mr. Baumgartner, from a Japanese perspective you are
a unique type of producer, and so can you tell us about your
first experiences of working with directors from other coun-
tries?

Karl Baumgartner: Hello. There are two main reasons for
doing co-productions. One is when that when you have a
project, you make a budget, you see how much money you
will need to make the best possible movie out of the script.
And then you realize that you cannot finance the entire budg-
et out of your own country. You need to find partners. This
is a general situation which nearly every producer in Europe
has, that everybody's looking for something between 20 and
40 percent of the financing, what he cannot raise in his own
country. So he's forced to look in other countries to find part-
ners.

The second main reason is that doing a co-production is
like finding an audience in other countries. If I can attract a
producer, a partner to my project, it’s like if I attract one rep-
resentative of another audience to my project, which is for
me as a producer always the main thing that I would like to
have, to find an audience not only in my own country but
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also find an audience in Europe, in Asia, everywhere in the
world. So these two main reasons are the main reasons for
making a co-production.

Now they are still in Germany a lot of German movies that
are made only with German money. But already now and not
only in Germany but international movies that are produced
in Europe, they need partners in other countries. And you
find in every movie and every project, there are natural part-
ners inside because the story is connected to a country or
because you have actors from anther country or because the
director or other artistic crew members are coming from
another country. So there are many, many natural partners in
mostly every project that are not creating problems in the co-
production.

A co-production can also be very complicated. If you
impose to the director and actors what they don’t want to
have, because you need them for co-production, this is a very
bad way to do a co-production. The co-production that really
works is when they are leaving the director all his creativity,
and especially in the creative part, not imposing him ele-
ments but still looking for a funding partner. And it is possi-
ble, especially in Europe, where we have a funding system
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Karl Baumgartner

that allows us to co-produce movies from all over the world.

We co-produced Kim Ki-duk's “Spring, Summer, Fall,
Winter... and Spring” in which we participated with 30% of
the financing and the only obligation he had was to come to
Germany to do the mixing. But he came with his mix master
to Germany. There are very good studios, the same as maybe
in Asia. So it was not at all for him a problem to come to
Germany and he used German equipment, which is the same
as what you are using here. So it was a co-production that in
no way harmed his artistic personality.

In principle, this was always our goal in the co-production,
not harming the artistic personality, but on the contrary, try-
ing with the co-production to make possible that the artistic
personality could really evolve in the best way, meaning to
find sources of money or financing that made it possible to
shoot in the way the director and the producer dreamed to
make the movie. We produced directors like Emir Kusturica.
He was fully financed outside of Serbia because you can find
only symbolic money and you have to find all the money,
95% of the production financing, outside of the director's ter-
ritory.

This is possible if you have directors who have an interna-
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tional reputation, which you can pre-sell and it was quite
easy to find partners. For Emir Kusturica, it’s not difficult to
find partners. It was much more difficult to find partners for
somebody like Pan Nalin. Nobody knew him, the director of
“Samsara.” It was his first feature film. It was shot in Ladakh
in India by an Indian director who is living in Paris and pro-
duced by a German producer. So that was a difficult situa-
tion. The budget was approximately four million dollars. To
find four million dollars was really very difficult because it
was for an Indian director who is not even living in Germany
and a movie that is not shot in Germany. It was possible to
find only a part of the budget so it was necessary to find an
English partner, find a French partner, pre-sell to Italy, find
an Indian partner and a Swiss partner in order to collect the
four million that made it possible to shoot the movie.

Ichiyama: I'm personally interested Mr. Baumgartner, but
you’ve worked on several of Kusturica’s films, and watching
his films, I get the feeling that the filming must have been
very difficult, taken a lot of time and been pretty chaotic. Do
you yourself go to the actual set of Kusturica’s films? And if
you did go, what was the atmosphere like on set?
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Baumgartner: We did three movies with Emir Kusturica.
The first was “Underground.” Then we did “Black Cat,
White Cat” and the documentary he made (“Super 8 Sto-
ries”) about his music group. “Underground” was a very
huge production. The time it took from the development of
the script to the premiere in Cannes was something like six
years. It was two years of writing and developing. I met Emir
when he was in Cannes with “Time of the Gypsies.” I met
him there and we spoke and we liked each other in a way and
I said to him, “If you one day need a partner, I will be
pleased to work with you.” And after a while he sent me a
script, which was the basic idea of “Underground.”

And we started to work at the same time he was editing the
movie he shot in America. And so we spent a lot of time
together. I saw him editing “Arizona Dream.” And at the
same time we worked on the screenplay, which was rewrit-
ten nine times, I think. And then started the difficult problem
to finance the movie because again, 90% of the movie takes
place in the former Yugoslavia and only 5% is situated in
Berlin and in Prague. So it was nearly impossible to find
money in Germany. The budget was 10 million dollars at
that moment, and we could find in Germany 1.5 million so
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we were missing 8.5 million. But luckily we found the
French producer CIBY 2000, which at that time was very
powerful in the cinema. They produced David Lynch; they
produced “The Piano,” and a lot of very successful movies.
And they were enthusiastic to enter in a project of Emir Kus-
turica and they guaranteed the financing of the movie.

Then the movie had a lot of problems because there was
the war in Yugoslavia. So it was a movie about a country,
the history of a country, during an actual civil war. It was
really very, very hard - you cannot imagine how complicated
it was. And Emir is a director who cannot stand something
that is “medium class.” Everything has to be highest class. If
he shoots a scene, he wants this scene to be 100% good. If
it’s not 100%, he will find a way to re-shoot the scene.

And as a producer, of course it’s very complicated, but on
the other hand, I also appreciated very much this attitude
because it gives you the quality of the movies. And in fact
the plan was to shoot in 16 weeks but the plan was made in a
really unconscious way because I didn’t know how Emir
worked. It was my first movie with him and so I didn’t know
how demanding or complicated the movie would be. And in
the end, it was 45 weeks. So you can imagine how it went

DL, FHAAEMICB L OF Lo RADOMmENUZ 101 R
TENDHHEES Lo 72D TTH, mLERL TV DL DIE5HE
405D —Y 3 YTl ZRTRA VAT EMTE X
BADT, RFHIGHITHID F Lze BEEIZ/SV A - F—)L
HezHL., HRAgHTEMRIhTE L THL 75 v A0S
TiEdEVLy PLERATL RIS AEMTT L.
FWREE A LR T & 7255 TY . SHE40D/NN—TY 3 ~
79 7A - FAVHREFLERY b THDHT VT THES
NFE L7z RAIIARBICHELZEBVE T,
FEWICKRELBEBRT LA, ZORERM. Az bidARYic
BHGHEREE S E Lz, BUANZMERMBEmoME, 25
WBlOENZE, ZLOWEEEZFEYBZ TN I BIT, Wi
DE) HEMRICED F L7
[7v—=2795% K] oRoEs TEM - AR bRk
Tl bEBERFF2AVFY—IZRBIETTLE
[Ty5 =799 F] o, TI—=ViddH5MmEEDLD
72 GVEFBLTW2DT, A FF2 A5 —%2D(
B ERFELZATT, [BH - Al Bu~Rik (V7
V=) BEBEHBT H20IHBRICTHTEEV) Y
TNEBEHTYT . SHBTDOFF2x v 51) =L LTISH K

ELOEHEFIBATLSIBIC,
W=BRESTRBEDEDLRRICE S 7=,

We became very close because we went through so
many difficulties that we really felt like brothers.

A= INDLAHIVRF—

Karl Baumgartner

over two years of shooting. And the resulting movie, we had
a fine cut of ten hours, which was already wonderful. And
the most beautiful version of the movie was 5 hours and 40
minutes. Of course with 5 hours and 40 minutes, you cannot
go to Cannes. So we had to cut it down to 3 hours and 15
minutes. And finally the movie went to Cannes, won the
Golden Palm, and was released all over the world. The
movie was not really successful except in France because it’s
a movie about the war, because it’s maybe too long also for
the cinema. But the version that was 5 hours and 40 minutes
was shown on Arte, the French-German television channel,
and it’s still in my opinion a masterpiece. So it was a very,
very hard experience but we became very close during these
years because we went through so many difficulties — politi-
cal difficulties, aesthetic difficulties, financial difficulties —
that we really felt like brothers.

And after “Underground,” we did “Black Cat, White Cat”
which was in the beginning supposed to be a documentary
because after “Underground” he said he would never make a
movie again (laughs). And I tried to convince him, saying,
“Let’s start with a documentary.” And it was a story about
gypsy musicians who are going to a wedding to make music.
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That was the simple story. And in three hours the movie was
financed because it was a low budget — 1.5 million dollars
for this documentary. But then I already saw that Emir could
not shoot documentaries. He always has to create the movie,
to work with the actors.

So he said, “Let us tell a small red lie in the movie.” And I
said, “Okay, but what red lie?” “Let’s say that the grandfa-
ther of the bride died the day before the wedding and they
have to hide him because they don’t want to move the wed-
ding, so they hide him in the house.” And I said, “Oh, it’s a
nice idea. Let’s do it like this.” And then he said, “But let’s
ask Gordan Mihic to write this.” So I said okay, let’s ask
Gordan Mihic, the screenplay writer, to write this. And after
one week he came with the script and it was “Black Cat,
White Cat” with the story of the grandfather but a much
more real feature film.

So it was very difficult because we had to restart the
financing and the movie, the shooting was supposed to start
in two months. And now the movie for 1 million dollars
went to a budget of 4.5 million dollars. And again, I was able
to convince CIBY to come in into the project and they co-
financed it. And I think it’s one of the most beautiful and
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funny comedies that I think will also stay in the history of
the comedies because in a way it’s a unique movie.

So with him, it’s very interesting to work and very hard as
well. In a way, it’s a gift to work with a director like Kusturi-
ca. It’s very painful because you never know if you will sur-
vive but on the other hand, it opens up your mind. We were
quite successful, distribution and production company, a
small production company in Germany. So everything was
already like a routine. You were successful, you had good
movies, and the movies were running well in the cinema.
And then when “Underground” came, it was like a bomb in
the head. It was like an explosion that opened up the mind on
many, many levels. So I'm really grateful to have had this
opportunity to work with Emir and maybe in the future we
will work again together.

Ichiyama: Having such a continued relationship with that
kind of a director makes you a wonderful producer Mr.
Baumgartner. [ was very moved by your story.

Next I’d like to ask Marco Miiller to speak. As I said
before, Marco Miiller has been working as a film festival
director for many years, but at the same time he has also
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actively been working as a film producer, basing that work
out of his production company Fabrica Cinema, presently
Downtown Pictures. He has worked on some wonderful
directors’ films and other films that have been critically
acclaimed at various film festivals. The spectrum of his films
ranges from Asia to the Middle East to Africa and Brazil.
Working with directors from these varied cultural back-
grounds, I’'m interested in what kinds of hardships you’ve
had to endure. Or do you just deal with each film in your
own way? And besides the cultural differences, I would
think there are differences in the systems of film production
depending on the country.

Marco Miiller: First of all, there have been two very differ-
ent periods in the history of finding relevant financing
sources in the West for very special films from the East.
When I invented Fabrica Cinema, and the same happened
when I initiated Downtown Pictures, it was still an era when
you could actually obtain a little government subsidy, plus a
little television money, and even some distribution money,
all based on the fact that the film was going to be a prestige
operation. So very often it was not a confirmed name. Maybe
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who believes in the project.
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it was a first-time or second-time director. But the collection
of films that I started producing for Fabrica Cinema was in
itself a convincing lineup so that RAI television, the main
public broadcaster in Italy, they felt it was a prestige opera-
tion for them to accept to be co-producers.

We had an output deal based on the fact that those films
would cost very little, because that is what really made the
difference. At that point, those prestige operations were pos-
sible because let’s say a Central Asian or Iranian film would
cost 800,000-900,000 dollars to produce, and a Chinese film
would cost 1,200,000 dollars maximum. We are obviously
talking about productions with no big stars, no special
effects.

And there were the films that could not have been made
otherwise, the films that needed that kind of initial effort —
not just the startup money. They needed somebody who
believes in the project because under the current conditions
in those countries, those movies could not have been made.
So in fact, we had a lot of flexibility to adapt to the local pro-
duction conditions because we had limited but very solid
financial backup. Ichiyama-san certainly remembers because
we worked together on a film called “Blackboards” by Sami-
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When it's cinema, you understand the problems of people
who are living in other parts of the world.

RIV3-Z2ab-)b
Marco Miiller

ra Makhmalbaf. At that time, Samira was probably the
youngest filmmaker around. When she was 16 she had made a
very successful first film called “The Apple,” which went to
Cannes and gained immediate international recognition.

And then when she was 17 she started talking to me about
a new project. And she said she wanted to make a film about
Afghanistan and she wanted to make a very daring compari-
son between the fundamentalist drive in Afghanistan and the
danger that would happen to Iran. So I said, “Fantastic. I'm
your man. If it is true that you cannot find an important
financing partner in Iran with this kind of subject, go ahead
and I will back you up.” And I knew that I could find money
from television and also money from distributors, it felt like
a film I could risk some money. So we risked some of our
own money and only in the second stage we went to look for
completion money.

And we started speaking with Ichiyama-san and Office
Kitano. In Teheran, we met with Samira and her father
Mohsen Makhmalbaf. And everything seemed headed in a
certain direction. Then, when I sent the initial production
money, I received a message from Samira saying, “Maybe
it’s not such a good idea to do a film about Afghanistan.
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Actually, I am in Kurdistan now and I’m shooting a film in
Kurdistan because we cannot understand what happened in
the Islamic revolution in Iran if you don’t show how the
process of literacy, how the spread of basic culture did in
fact stop and didn’t in fact touch the rural areas. And I also
want to address the Kurdish question.”

So I consulted with some of my partners and I said, “Well,
why not? Let’s trust Samira.” All of this was done on the
basis of a 10-page treatment, not more than that. So it takes a
lot of overseas telephone calls to make sure that you would
understand how the process is evolving. And I'm quoting
this special case because then, when Samira started shooting,
I was immediately informed that she was shooting in a part
of Kurdistan that was not open to foreigners, and even for
her it was actually quite difficult and quite dangerous. So I
could not be on the set. And we had come up with just about
50% of the budget so I was really worried. And I had to stay
in Teheran and wait in Teheran for the rushes to come back.
But then the rushes would be edited by Samira’s father,
Mohsen. How can you say to the director’s father that he’s
not editing the film in the right way? But we had to do it.
So anyway, it was an endless discussion. But I think that this
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is also what we foreign partners can be there for, to try and
sustain a discussion that will somehow extract the content of
truth, the ultimate content of truth of a film.

For us it was important not to make a film based on the
taste of international viewers, but we would certainly want to
make a film that would be understood outside of Iran. You
cannot make films with non-Western filmmakers, with film-
makers who are not from your own country and culture,
where you yourself need additional explanations all the time
so that people would understand the movie. And in fact in
that case, I think it was not just the money. It was the whole
work we did sitting with Mohsen at the editing table that was
the most extreme situation I ever faced because I was sitting
with the director and her father. We had one editor, one Iran-
ian editor we had agreed upon, Babak Karimi, and then the
other editor, who was the director’s father. So the discussion
was in fact very long and very complicated. But eventually, I
think you all saw “Blackboards” in Japan. It got quite exten-
sive worldwide distribution. So the result was a film that... I
don’t believe in films that speak for a part of the world, and I
don’t believe in films that speak only about a problem. But
when it’s cinema, you understand the problems, you under-
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stand the problems of people who are living in that part of
the world. You understand their daily lives. You understand
the political background. And all of that comes because it is
a film, it is cinema. There is something that makes you do
the work, complete the meaning of the film.

I don’t know why I have always been put in the position of
being the one producer a lot of filmmakers went to when
they had a film that nobody else would start financing.
Sokurov is another good example. He came to me when
nobody, not even in Russia or Germany, wanted to finance
“Moloch,” his film about Hitler. And as you can imagine, the
same happened when he started working on his film about
Emperor Hirohito and General McArthur, “The Sun.” There
was very little possibility of finding Japanese money and
Russian money was not certain because for Russian produc-
ers it was not an immediately commercial movie. They
wouldn’t see any commercial interest in supporting this film.

This was the first phase. And now, we are facing a second
phase. That “prestige” money is not anywhere to be found.
There is not any longer that kind of money around. So we
must prove that the film we will produce or co-produce will
have a certain market impact and therefore it’s very impor-
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tant that we gamble on the international. It’s impossible to
recoup the money we invest on our own territory. Normally,
because I also have a production company in Switzerland, I
try to invest money from Italy and Switzerland and therefore
I can keep for myself the rights for Italy and Switzerland.
But it’s very unlikely that the films we produce will recoup
the investment from those two countries. So we have to
believe that there is a possibility for the other parts of our
investment to be slowly retrieved from international sales.
And in that case we have to be very wary. And now, when-
ever we have a broadcaster or a distributor associated in the
production, they want to choose the world sale together with
us, we have to find somebody who will give you a decent
projection of how much money that film can make on inter-
national.

And that’s when the problems start because, obviously, a
nation’s producer and filmmaker, they will have their own
ideas on how to market the film. And please don’t believe
world sales when they tell you that they can sell the whole
world, they can sell Asia, and they can sell Europe. I think
that the best solution would always be to combine world
sales that can take care of all the Asian territories. This is
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also because you need a lot of traveling. You need to mix
with your potential buyers. Cannes market, Berlin, AFM,
Pusan are not enough. There are too many films out there to
be able to find the natural partners at one of these four or five
market opportunities. You still need to do door-to-door
work.

And the same happens in Europe. An Asian film, can it be
sold by an Asian world sales company everywhere in the
world? Some companies are trying to do that. Fortissimo in
Hong Kong, for instance, has a very beautiful catalog, maybe
even too big, with too many Asian films, and they try to sell
the whole world. But again, the door-to-door work is needed,
like in the Benelux or in the Scandinavian countries to make
sure that distributors or broadcasters will understand the
importance of that particular film. And it becomes very diffi-
cult. That is why I was quoting Fortissimo. When they have
12 Asian films to sell every year, how can they possibly try
to find buyers in Europe for all 12 films? So in that sense,
the ideal combination is a combination where in fact on both
sides, the Asian producers, the European partners, will dis-
cuss everything, will share all the decisions, and eventually
will also share the marketing and sales strategy. And we
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even go to the point of dividing the market in two and find-
ing the right person to handle each half.

Ichiyama: Thank you very much. I'd just like to add, the
Emperor’s film that you mentioned is the movie “The Sun”
that is in theatres now, by the director Alexander Sokurov.
The film about Hitler was “Moloch” and “Moreku-shin” in
Japanese.

I think the important point made just now by Marco is
something that I agree with strongly, and that is that even a
very talented filmmaker needs to think about whether his
film will be understood by audiences, and that he needs to be
advised on how to penetrate other markets, in particular
those in Europe.

Next we have Mr. Philip Lee, who is Vice-President of
Celestial Pictures in Hong Kong. He has been involved in
many co-productions, including such big budget films as
Chen Kaige’s “The Emperor and the Assassin,” Ang Lee’s
“Crouching Tiger, Hidden Dragon,” and Zhang Yimou’s
“HERO,” which although are all from Chinese language
countries, they are from Hong Kong, Taiwan, and China
where the production systems are different, and he has had to
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I'm trying to share with you my experience and my vision.
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bring the cast and crew from these three different areas
together. He has also been the producer on the Hong Kong
side of such Hollywood productions as “Tomb Raider 2,”
which filmed in China and Hong Kong. First I'd like to ask
about the international hit, “Crouching Tiger, Hidden Drag-
on.” I think it can be said that this is the first successful film
that brought together people from the three regions I men-
tioned. What were the problems you faced in working with
people from Hong Kong, Taiwan and China all at once? Or
was it relatively smooth-sailing?

Philip Lee: Good morning. Let me just share with you my
experience. I'll be very fast. When I really started working in
this industry, the first job I had was I was an observer on a
movie in Japan. That was “Shogun.” That was in the very
late 1970s. And I was the observer. [ was on the set and
watching what’s going on. And since then I stayed in Japan.
Actually I went to the Nihon University here and I studied in
the cinema department. And when I went back to Hong
Kong, I kept doing that sort of co-production things because
my company at that time worked as a co-producer, providing
location services, production services for most of the films
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Even though it's a Chinese project, some exciting filmmakers can

visualize our vision. That's why they got involved.

FAlg ) —
Philip Lee

shooting in Asia. I think in 10 to 15 years I must have done
almost 30 movies from Hollywood, from Europe, even from
India that shot in Asia, including, as I recall, “Rambo III,”
"Dragon: The Bruce Lee Story,” and for a Japanese produc-
tion, I did Yanagimachi-san’s “China Shadow.”

When we say “co-production,” there are two ways of co-
production. One is physically when somebody comes to your
country and wants to do something, and you help them. The
other way is co-producing films together. So at a certain
stage in my career, I wanted to be a little bit more creative so
I went to the United States and I went to the American Film
Institute and I studied film producing. And when I returned
back to Hong Kong, I had the opportunity to work with a lot
of big Chinese movies, Chinese movies that are shooting in
mainland China, but at the same time, most of the movies,
almost every single one of them, required international
financing.

It’s a kind of a complicated issue here. To make it very
short, the movies that we made, not all of them, but the big
ones, their budget was so big so we needed co-financing. We
needed to shape up a very good script with a very good pack-
age, and then we pre-sold a certain part of the rights to dif-
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ferent distributors or financiers in different countries. So
“HERO” and “Crouching Tiger, Hidden Dragon,” they were
all produced that way.

I found that it’s very interesting. With the kind of back-
ground that my training or the training of our fellow film-
makers, we don’t really find a lot of problems in terms of,
for example, pre-selling certain rights to certain parts of the
world. Even though it’s a Chinese project, I don’t think there
is a big problem for them to understand. Some very exciting
filmmakers, they visualize our vision. So that’s why they got
involved. And of course so far, luckily, we have successful
cases. But we also have not-so-successful cases. Two years
ago, I was involved in producing a Korean movie. It wasn’t a
movie with a very big budget. It’s called “Windstruck.” That
was actually co-produced between Hong Kong and Korea.
We had a Korean director. I learned a lot of things from that
project because I personally found that there was a little
problem with the script. So I tried to fix it but I was unable to
fix the problem, unfortunately. But in the end, the film did
okay in Korea. It didn’t do that well Hong Kong and in
China. But it did extremely well in Japan. So this is a very
interesting issue. Of course we have to understand certain
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markets have certain kinds of needs.

I always enjoy with co-productions and I found that the
movie is for audiences all over the world. It’s not necessarily
for Chinese or for Hong Kong people. If you make a movie
only for Hong Kong or for China, I think the market is too
small. So making a movie, whether they have international
appeal or not, I think the process for me is the same. So we
might as well try to do something that we believe that it
would touch the international audience.

And of course in the last year, I decided to join Celestial
Pictures. Celestial Pictures bought the library of all of the
Shaw Brothers’ titles, like 700 of them. So we are going to
remake some of the movies. So we are shaping up the script.
They will be some sort of a co-production, financing-wise,
not physical production. But actually, please note that even
as a Hong Kong filmmaker, if we go to China to make a
movie, it is also a co-production. So we used that sort of co-
production for a long, long time. And recently, I'm also try-
ing to make a Korean movie. One of the Shaw titles, old title,
I'm going to make it a Korean movie.

Because of a lot of reasons, we have to think about that
sort of co-production. We found that there is a lot of talent
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out of China. A certain part of the Korean film industry I
think is very strong. A certain part in China is very strong.
And maybe a certain part in Japan is very strong. So it is my
job and my vision to put the right elements together, and
make it into a kind of a co-production. But if you go to
Europe and America, people don’t really care if it's a good
movie whether it's a Chinese movie, Korean movie or Japan-
ese movie. I don’t think they really care. As long as it's a
good movie, you have business. So I guess that's why I'm
trying to share with you my experience and my vision. I
don’t know if I have answered Ichiyama-san’s question but
we will keep doing it like this and that's what I believe.

Ichiyama: You said that the film “Windstruck” ran into
script problems, but can you be a little more specific? That
is, did it have anything to do with the communication prob-
lems that arose from producing with South Korea?

Lee: It may not be very nice to say it here, but I said it many
times already. Personally, I had a problem with the script
because the script to a certain extent does not really make
sense to me. When people say, maybe the audience wants to
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Shirley Kao

see a certain character, wants to see this actor, I think that's
great. That is the packaging stuff. And as producers, we have
to get the best package to show the audience. But I think for
me the basic is really the story. And the story, there is some
sort of a logic there. For me, that movie, there are certain
parts that don’t really make too much sense. I don’t know if
it's the Asian culture or whatever. Some people tend to
believe that is okay, no problem. But when you see it from a
bigger perspective, it has to make sense for the international
audience.

That's why “Windstruck,” I'm not sure the film got
released in Europe and the United States, and even in Korea
it didn’t do that well. But it did extremely well in Japan.
That's also, from my personal opinion, is predictable. I'm
sorry to say it, but that's how I see it. I think it's predictable
because emotionally I think it’s charming... Don’t get me
wrong. I'm still very good friends with the filmmakers and
the actress. But this is just my personal opinion. I think at
that time we should have worked a little bit harder on the
script and made things make sense a little bit. I don’t know
how many people have seen the movie but there is one scene
where the girl says she thought she killed the boyfriend.
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Actually the bullet was not from her gun. It's from another
police inspector’s gun. How could that sort of thing happen?
How could she have thought she had killed her boyfriend?
For me, this is something basic. And I'm sorry but this is...

Ichiyama: Thank you for talking about something so diffi-
cult (laughs). But that story was probably valuable to people
working in production here today.

And now Ms. Kao and Mr. Nakai, thank you for being so
patient. I'd now like to talk about your film, “Phoenix.” We
have some still photos from the movie, so let’s take a look at
those first. I’d first like to ask Ms. Kao about this film. I hear
you’re right in the middle of filming, and I"d like to ask
about the story and about the director.

Shirley Kao: This movie takes place over 30 years from
1912 to 1948. The two main characters, a man and a woman,
end up in prisons on the same land after a certain incident,
and as their lives fall into despair, they fall in love and the
film follows their love story that spans 30 years.

I have done many co-productions, starting with a film by
Hou Hsiao-Hsien to Chen Kaige’s “The Emperor and the
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Kiichi Nakai

bad points, so a real co-production would be one in which
half the crew comes from a different place and everyone
absorbs just the good points from the other side, and then
we’d all be the better for it. But depending on the country,
the standard of living is different. For example, something I
have to work on is the balance of the fees paid to the crew
from Japan compared to those in China. But still, I believe
that the more people cross over into other countries to work,
the better our movies will be for it.

Ichiyama: Thank you very much. Now I would like to ask
Mr. Nakai, working not just on “Warriors of Heaven and
Earth” but working on this film as an actor and a producer,
can you tell us about your character and how you got
involved on this project as a producer?

Kiichi Nakai: Hello. I'm sitting here today as a producer,
but this film is the first one I’ve produced, so I've never
come across the difficulties of funding or financing that these
other more experienced producers talked about earlier. Of
course I’ve asked people to invest money, but this film’s
budget was not that big.
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As Ms. Kao mentioned earlier, the director Chen Jin want-
ed to film something with me, so initially I was only
involved as an actor, but then Ms. Kao asked me if I wanted
to produce while I was at it. It’s been a month and a half and
I feel like I might have been conned into something (laughs).
Directors and actors are all selfish and spoiled and from that
environment something is created, but as a producer your
first instinct is to be patient and put up with things. If I was
going on set as just an actor I might be saying, “Why do we
have to stay in this hotel?” But instead I find myself saying,
“We only have so much in our budget, so let’s all just put up
with it” (laughs). So recently I’ve begun to think I was
conned.

My character was born in China in the 1910s to Japanese
parents who die, and so is left to grow up in China alone. He
commits a crime and is put in a Chinese prison. The rest of
the story is what Ms. Kao explained earlier. This film is
about what happens to a person when he loses everything,
when he is in the depths of despair, the men he meets, and
the woman he loves. I don’t know, I guess it’ll be a painful
love story.

A friend asked me why I was going back to China when I
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Kiichi Nakai

to protect me from the winds, and he would hug me tightly —
not like we were close in that way — but really, I watched
him trying so hard to protect me from the cold that I just
started crying. I felt like this was what cultural exchange was
about and I learned that from him.

Personally, I'm not that interested in joint productions. I'd
prefer to go to another country on my own, and act in that
country. If a picture puts too much emphasis on the fact that
it’s a co-production, on set the people from each country cre-
ate their own little villages. I don’t really like that. As Ms.
Kao mentioned earlier, the most important thing when doing
a co-production is that the people exchange ideas and mingle
with one another.

In Korea as in other countries around the world, people
look upon their own country’s movies as if it were national
policy. It’s easier to bring a film across the border than a
gun, and films can promote peace and further the under-
standing between countries. So I think this is something that
the Japanese film industry must think about now. Up to now
Japanese film has learned and absorbed ideas from films
from abroad, but now is the time to let other countries learn
about our films, and that I think is what will make our films
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international. I’'m really moved to be able to be sitting here
in Roppongi Hills. Thank you.

Ichiyama: Mr. Nakai, you published a wonderful book
called “Diary — ‘Heaven and Earth’ — A record of my time in
China” which talks about your experiences on the film
“Heaven and Earth.” There’s a part in that book that talks
about the chaos that occurred due to the differences in sys-
tems with Japan and China, and you talk about how some of
these problems were solved, and how some were never
solved. You give some very accurate descriptions and so I
believe it’s a very important document. For anyone who
wants to get involved in co-productions, I highly recommend
this book.

We also have with us the actor Guo Tao. He is also the star
of another film playing at the Tokyo Film Festival, “Crazy
Stone.” Can you say a few words, Mr. Guo?

Guo Tao: Konnichiwa, watashi wa Guo Tao desu. (Hello,
my name is Guo Tao.) Mr. Nakai taught me to say that in
Japanese. I'm very happy to have brought “Crazy Stone” to
this year’s Tokyo International Film Festival. I had very
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good experiences working in Beijing with Mr. Nakai, so I
look forward to working with more Japanese filmmakers and
filmmakers from other parts of Asia as well. I’ve gotten to
know Mr. Nakai very well outside of work. Mr. Nakai is
studying Chinese now, and even though we may not under-
stand each other fully, we still go out and have some spicy
Sichuan food together.

I am here as an actor so I'm not sure what I can add to the
discussion, but I'd like to talk a little bit about my film
“Crazy Stone.” This film is also a co-production. It’s got a
small budget, but Andy Lau from Hong Kong gave us fund-
ing to shoot this film so it’s a Chinese film. Andy Lau’s
company Focus Films has shot six films with a combined
budget of 10 million yuan. Of those six, our film “Crazy
Stone” probably had the biggest budget at 3 million yuan or
45 million yen. And that Chinese film that cost 45 million
yen to make has made 30 million yuan or 450 million yen at
the Chinese box office. The filmmakers here today will
understand how much of a profit that is. China, as the Chi-
nese government officials even say, is still a third world
country that is in the middle of developing. I think that if you
got financing in China and filmed your movie there you are
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Guo Tao

sure to make a profit, so I urge you to make your films in
China. Thank you very much.

Ichiyama: Thank you very much. “Crazy Stone” is a film
directed by a young talent by the name of Ning Hao and it
was a huge hit. It’s not just a crowd-pleaser but also a won-
derful film that shows the director’s unique style, and I rec-
ommend you all see it.

I’d like to get back to the film “Phoenix” and ask Ms. Kao
about the differences between China’s system of co-produc-
tions and other countries. Can you explain this briefly?

Kao: In China there is an order of doing things. Co-produc-
tions are not yet free to be made, and so if you want to do a
co-production you must first get an agreement with a Chi-
nese production company that has been given a co-produc-
tion allocation. Once the agreement has been drawn up, the
script must be sent to the Cinema Administrative Bureau and
the co-production company and then you must wait for the
review. Before shooting, you must report on the ratio of the
main cast and the main crew members. In the case of our
film “Phoenix,” the main characters were a couple, one man
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and one woman, and so if Mr. Nakai was the main Japanese
actor, then the rules stipulate that the main female actress be
Chinese. We are also told what the order of the credits
should be. After shooting, the development of the negative
prints and all postproduction must be done in China. If there
are technical difficulties then it’s okay to send it abroad, but
we must put in a formal request. We will be developing the
film for “Phoenix” in Thailand. The most important thing is
after the editing, before the film is finished, the sound and
visuals must be separated and sent to the Cinema Adminis-
trative Bureau and the co-production company for review. If
there are problems pointed out, we must re-edit those sec-
tions and receive approval for the finished film.

When you go to Chinese film festivals, you probably
notice the red characters that appear before the film is
shown. That is a screening permit. You must get a screening
permit before you can show a film in China or distribute it
abroad. And I forgot to mention that when you apply for a
co-production, you must pay a management fee and a securi-
ty deposit. The security deposit system started about two
years ago and the deposit is returned once the screening per-
mit is issued. However, if it's discovered that a separate ver-
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sion of the film was produced or if the film is sent to a film
festival abroad before the permit is issued, the deposit will be
confiscated.

However, there is one good thing about doing co-produc-
tions. The present situation in China allows only 60 films
from abroad to be released in China. Of these, 40 are from
America, and the other 20 come from Asia and Europe.
There are only two ways to bring a film into China. Either
the China Film Group or the Huaxia Film Distribution Com-
pany must buy a Japanese film if it’s to be shown in China.
But if you shoot a co-production, then just like a Chinese
film, you are free to show your movie without going through
these two companies. We have had many inquiries from dis-
tribution companies regarding our film, “Phoenix.” So by
making it a co-production, Japan will be able to recoup their
investment faster. I think it’s easier to benefit financially.

Ichiyama: I'd like to ask Marco Miiller about his experi-
ences in China as well. Marco, you’ve done several co-pro-
ductions in China. I was wondering if you ran into any of the
problems that Ms. Kao just mentioned.
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Muller: I think that Shirley Kao gave you enough informa-
tion. I just wanted to add one element. Of course we have to
accept going through Chinese censorship. When she was
talking about the security deposit that can be taken away,
actually, it never happens. Many years ago when I helped
Zhang Yimou to assert himself in a definitive way on the
international festival circuit, he had a very clever Taiwanese
producer Qiu Fusheng. There were always two versions.
There would be the international version that we would pre-
miere in Venice or other festivals, and then there would be
the version for national distribution. Now the new Chinese
film law doesn’t allow you to do so any longer.

So I co-financed several Chinese films and it did happen
that most of these films were in fact heavily censored, and in
most cases they were banned. Therefore in 1998, with Yuan
Zhang, we started working on a film which is called “Guo
nian hui jia” — “Tadaima” I think it's called in Japanese — and
we decided that we were going to accept censorship because
we wanted the film to be released in China. Yuan Zhang was
very right in saying, “Look, first of all, I'm making my films
for Chinese viewers. I'm really happy that my films do get
international distribution, but I want viewers in China.” For
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Shirley Kao

10 years, the only viewers he could get in China were the
viewers of pirate DVDs.

So we made a move towards going through all the phases
of the red tape, accepting everything. And then what hap-
pened was that the censorship committee said, “Okay, this
scene out, that scene out.” And also for another three or four
scenes, we had to make some internal cuts. But two major
scenes had to be cut out of the movie. So we really spent a
lot of time discussing this. My problem was, “Will non-Chi-
nese viewers understand the film now? Will non-Chinese
viewers understand the political strength of the film?” So we
played around. We did cut those scenes out but we left ele-
ments in the soundtrack. Somehow we made sure that very
sensitive viewers could still understand.

And the past three years we've been working together on
another film called “Kan shang qu hen mei.” “Little Red
Flowers” is the international title and it's going to be released
in Japan but I don’t remember the Japanese title. The same
happened. Like Shirley Kao explained, it's very hard to have
your script approved. When the script is approved, you think,
“Phew! We've done it! We can finally make the film we
want.” But no. When a filmmaker is a good filmmaker,
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Karl Baumgartner

unfortunately, things stand out very strongly, and therefore
censorship will always try to object. As I explained for
“Tadaima,” there are ways of going around those obstacles
eventually. And even if they ask you to do extensive trim-
ming, you can still somehow steer the film again into the
right direction, maintain the energy, and maintain the cutting
edge aspect.

Ichiyama: Thank you very much. Our time is almost up, but
if anyone has any questions I'll take them now.

Question: My name is Asai from Uplink. I'd like to ask
Ms. Kao and Mr. Nakai, your title is Actor and Producer, but
I was wondering if you were a producer of finances, or if
you’re in the position of voicing your opinions about the pro-
duction on set or if you are a producer that puts your acting
fees into equity?

Kao: You’re very brave to ask such a bold question
(laughs). I am a producer that does everything from finance
to being on set. Mr. Nakai was a creative producer with me.
It has nothing to do with our fees.
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Asai: I'd like to ask Karl and Marco a question as well.
Marco, you mentioned when producing a film, one should
get financing in the pre-sales from international distributors.
My company mainly does distribution and when I get togeth-
er with my colleagues from other countries, they always say
that it’s hard to build a profit with art house films in any
country. With that reality, will it be possible to continue
making art house films using financing from pre-sales?

Baumgartner: In a way, over the years, all the producers
have created a certain relationship with companies in
Europe, with distributors. We know all the French distribu-
tors. We know not all but the most important Spanish ones.
We know the British ones. So it happened to me. I'm produc-
ing a movie in Kazakhstan now, which I pre-sold in Berlin at
the festival. I met Valerio De Paolis. He's from B.I.M., one
of the best Italian distributors. I told him the story and we
negotiated on the street. In 10 minutes I had sold to him this
movie. For 100,000 euros he came in. It's possible because I
knew him, because there is a trust. He trusts me if I tell him
the story. He didn’t read the screenplay. So he trusts me. So
this is something that is, I think, the most important in
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Europe in a way, the relationship, because you’re working
together over a long time, they know what you like, for
which kind of movies you stand. I think this is even more
important than the screenplay sometimes. What's important
is the director, how you present the director, and then the
producer, or the sales company. The sales company, that's
the job I have to do to work with them. But I think the pro-
ducers like Marco or me or others in Europe have established
relationships. We could even sell our own movies, but we
don’t have the time. It's not only to sell a movie but you have
to take control also. You have to do a lot of things if you are
a sales company. It's not only to sell the movie. And this we
cannot guarantee, but it's possible still to pre-sell.

Mdaller: I think that the point that Karl made is very impor-
tant. You need a certain dosage of marketing strategies, the
possibility of apprehending the real market values, and the
passion you can invest, because if you go to world sales, they
will have that kind of expertise. They would know how
much that particular film, which probably has no big stars,
from a Kazakh or a Tadzhik filmmaker is worth. And on that
basis, if you’re lucky, they will give you minimum guarantee
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but that minimum guarantee will be 150,000 dollars. You
don’t make a film with that kind of money.

So in fact, ideally, the delegate producer of the film is the
best world sales in the sense that the pre-sales are very often
done in the form of a co-production. We always get a lot of
associate producers who are in fact simply distributors pre-
buying our films. But it's the only way we can finance the
film. Then, something happens, because only a few Euro-
pean distributors are very serious and they do this out of their
love of cinema. But again, I go back to the “prestige” thing.
Some of them do that for the prestige. Some of them do that
because they think, “Okay, so Baumgartner is producing this
film. So maybe we'll go to Cannes competition. I want to
have my name on the credits.” Then what happens is that
they don’t take part. They are simply financial partners. They
don’t take part in any of the creative discussions. In princi-
ple, they should accept the film that is given to them. In
Italy, it has happened many times. Over the past five years,
there have been at least three major cases where the distribu-
tor, who was in fact a co-producer, cut the film without even
telling the producers or the director because the film was too
long. The most celebrated case is unfortunately Hou Hsiao-
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Hsien’s “Millennium Mambo,” where the Italian partner,
without telling Hou Hsiao-Hsien, without telling the French
producer, cut 40 minutes out of the film because exhibitors
thought, “This film could maybe work, there is a very con-
temporary touch, this is not the typical Hou Hsiao-Hsien's
slow paced film, so let’s cut 40 minutes.” And they didn’t
tell anybody. So some of these partners will bring you soft
money but they are dangerous partners because there is no
passion in what they do.

Karl quoted a good example, Valerio De Paolis. I can con-
firm that there are some very wise and very balanced people
who sometimes take risk. Valerio De Paolis, for instance,
when David Lynch was not able to finish, needed some com-
pletion money for his new project, where there was no script
that he would show, no material he would share with the
potential co-producing partners, Valerio De Paolis came in
and gave him the money. But that is David Lynch, of course.

Lee: Actually I want to share with you my experience in
China. In the past two years, I produced three smaller
movies. Some of them I invested in. One of them was
200,000 US dollars, the budget. One of them was approxi-
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mately 500,000 or 600,000 US dollars budget. And one of
them was 1.5 million dollars. I know the directors very well

and I liked the projects a lot. But it’s so difficult to get pre-
sales and get people really committed. So in every single
project, I put in the first portion of the money. For example,
one movie called “One Summer With You,” I invested in the
film when the film was already sold to Japan. They gave us
more than 15% of our budget for Japan. I produced it togeth-
er with the director Tian Zhuang-Zhuang. I think the movie
will be okay but still the film has not been released. My
investment, I don’t know when it will come back. But still,
it’s still something that I would love to do personally. I think
that it’s a good movie.

Another one is the 200,000 dollars project. Myself and the
director, each of us put up 100,000 US dollars. And we pro-
duced that movie, and this movie, two years ago got the best
film in the Fukuoka Film Festival. So eventually we were
able to recoup our investment and have some sort of a profit.
The third one, the film just had a premiere in Pusan. It’s 1.5
million, also a first-time director. Very difficult to get people
to commit. It ended up that myself and the director, we put
up almost half of the budget. And the rest, we had somebody
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who also for the first time invested in a movie. Actually, it’s
the same company that invested in “Crazy Stone.” They also
have that sort of a distribution arrangement.

So what I'm trying to say is that it’s very difficult to
finance art house films but again, we need to do it. Some
people need to do it. I think in Japan it also must be very dif-
ficult. The situation as far as I understand is much better in
Europe. In Asia, it’s extremely difficult.

Baumgartner: Can I say something? I just wanted to say
that I think we are very privileged in Europe in a way. We
have really not only a national but regional and European-
wide funding system, which allows us in all European coun-
tries, which are 25 now with 25 different languages, to pro-
duce movies. And in Germany 100 movies are produced
every year. In France and Italy, too. And only a little money
is coming from the market, meaning from the distributor or
from the world sales company. And generally, most of the
money is coming from the national fund, the regional fund
where you’re shooting the movie, and from the European
fund when you are doing a co-production between two coun-
tries. So we are really privileged.
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Karl Baumgartner

Question 2: My name is Atsushi Funahashi and I am a film
director. I'd like to ask a question for Mr. Marco Miiller.
You have done many co-productions with various countries
such as Iran, Thailand and Russia. You said earlier, “We
shouldn’t force our rules on others, but I’d like to be able to
allow the filmmakers in Afghanistan or Iran to make whatev-
er they want to make. But we must also create something
that the audiences in Europe and Asia will understand.”
Achieving that balance I think depends on the ability or
instinct of the producer. When do you know to trust the
filmmakers and when do you know to exercise your right to
speak up and tell them they need to change something that is
ambiguous? Can you talk a little bit about that subtle differ-
ence?

Miiller: I think that there are always two options. Karl
described it perfectly. One is you understand how much
money is available and you make the best film you can make
with that kind of money. So somehow you find a balance
between what the market can absorb and your possibility of
espousing the vision of the filmmaker. And the other option
is you think that this is an exceptional film. You think that
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Current Situations for Film Festivals
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Organized by Agency for Cultural Affairs
Co-organized by Japan Community Cinema Center/VIPO
Date and Time: October 24, 2006 (17:30 - 20:00)
Venue: Auditorium, Roppongi Academyhills 49

Discussion Topic:

Regional film festivals are seeing big changes with the
reduction of budgets, the merging of municipalities in
recent years, and the diversification of multimedia. In
such circumstances, there are even some film festivals
that are aiming to become incorporated as nonprofit
organizations so that they do not have to rely on the
local governments to sustain themselves. But getting
back to the basics, to whom does the local film festival
belong, and what are its goals and how does one man-
age it? With discussions from people struggling to
make film festivals work in regions all around Japan,
we will also hear some recommendations from the
place where film festivals have their roots, Europe.

Panel (in speaking order)

Tomonori Saiki (Agency for Cultural Affairs)
Naoya Sawada (Yubari, Hokkaido)

Kei Miyazawa (Yamagata)

Daiji Kawashima (Aomori)

Yoshikazu Okamoto (Kobe, Hyogo)

Marco Miiller (Italy)

Bunka-Cho Film Week 2006 63



PROFILE

F18 JURIIL Part 1: SYMPOSIUM

EHEX

Naoya Sawada

B3 FOMERZER HHEDR IR

Representative, Citizen's Forum on Yubari Film Festival
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Director in Chief, Aomori Film Festival
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Researcher of Art and Culture, Department of

Art and Culture, Agency for Cultural Affairs
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Secretary General, YAMAGATA International
Documentary Film Festival Organizing Committee
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Yoshikazu Okamoto
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Representative Director, Kobe Film Festival (NPO)

Director of the Venice International Film Festival / Pro-
ducer

The 19th Tokyo International Film Festival Internation-
al Competition Jury

Born in Rome, 1953. Since 1980, film critic and scholar.
Through 1980-2000, director of the Tulin Electric Shadows,
Pesaro, Rotterdam, and Locarno film festivals. Runs his own
production company since 1997.
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How can this affect festivals?
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Tomonori Saiki

The city of Yubari is located some 70 kilometers east of
Sapporo and 60 kilometers away from Chitose airport. The
residents live mostly in areas stretching about 5 kilometers
along the JR line. The rest of the city consists of mountains,
forests and other natural environments. Its history is not
long, dating back only to 1888, when foreigners hired by the
Hokkaido Development Commissioner discovered coal
reserves in what is now the city. Yubari became a municipal-
ity in 1943. Its population peaked in 1960, when local farm-
ers started planting melons as an important commercial crop,
Yubari’s reputed melons. In 1962, the shift from coal to oil
started.

The Yubari film festival was created by former Mayor Tet-
suji Nakata. Nakata became mayor of the city in 1979 and
tried to change the city’s industrial structure under the slogan
“from coal mining to tourism.” Nakata also built a coalmin-
ing theme park, which is now the talk of the town. But this
theme park was also closed just the day before yesterday.
The Yubari festival started in 1990, and the last coal mine in
the city was shut down in the same year. And this year, in
2006, the film festival was also terminated because of the
city’s financial collapse.
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Cityhalls are cutting subsidies to film festivals.

BV Twa2bTT, TOXHIT, B & HiRITEVEET
HolzblFTTo LA L. 1960ELRICAONEA EARWD
LTwl &, BEfoRd¥aichh) F L, €T, Y
OHHTED [THRICIZERES L] EFRL T, digo
EfESOL GBI FE L, ChidyAdnrin
I 500 DO/NS ZME T, 5 THH DO TTA, BRIHA
Mo EmEfEE SbhE L

AV T HIADH - 72 IS, 19894 I TR KRS
X5 (52 S LA - MEMES] ORI TS L Bl
HFEORHTRICE > T, BESESHBENL I LI o7
DTTo LW, TTICHFEREREZEIHEE > TVWILT,
INEAL VI o TRTW DRy RUBMETL.
ZZT, RSy RUBGRICED X ) HRBEERICL L ) e
MELEILT, 79V ADTXRYT vy VEBT7 7 V5 A
FA Y ZBEREFARICLTALIEV)ZEICRDEL
720 COWEEII. REBVO5EDHY TEA.

TRYTy VMR, AF—OWAERM Y Y- TH M
WL LT, BB 2 b E LT E Lz, I XROEM
ELTiR MB!I ITFx) =iz 77y b=V ][=oF
<o AR2][F—3F—F—]wvolz, EHIZDI Y RTL

Next, I will explain how Yubari managed to organize such
a large film festival. When Yubari was at the height of its
prosperity there were 16 movie theaters in the city, and they
were all open 24 hours a day. That’s because coal miners
worked on three shifts for around-the-clock operations. Cin-
ema was a familiar part of the people’s lives in Yubari in
those days. As the city’s population declined from 1960
onward, however, the number of movie theaters also
decreased quickly to zero. Then, Nakata, the former mayor,
said citizens needed amusements and built a city-run cinema.
It was a small theater with only 50 seats called “Cinesalon,”
and it still exists. Back then, it was called the nation’s first
municipal movie theater.

Against this backdrop, in 1989, then Prime Minister
Noboru Takeshita announced a local revitalization program
that gave 100 million yen to each of all the municipalities in
the nation. Yubari Mayor Nakata, a cinema lover, decided to
use the money to start a new film festival in the city. The
Tokyo International Film Festival had already been up and
running, with Nippon Broadcasting System serving as the
main sponsor. Yubari sought advice on its new festival from
the broadcaster, which suggested the city should borrow
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ideas from Avoriaz Fantastic Film Festival (Le Festival
International Du Film Fantastique D’Avoriaz) in France.
Unfortunately, this film festival is already history.

The Avoriaz festival was held in an extended-stay ski
resort and focused on entertainment movies. Most of the
films for competition were light, entertaining pictures like
“Duel,” “Carrie,” “The Elephant Man,” “Mad Max 2” and
“The Terminator.” Modeled on this festival, the Yubari
International Fantastic Film Festival was held for more than
10 years until the last event in February this year. The festi-
val has produced various things, and its Young Fantastic
Competition has discovered many filmmaking talents. The
most famous among them is director Quentin Tarantino. His
“Kill Bill: Vol. 1" has a character named Gogo Yubari.

In the first few years, the Yubari municipal government
played the leading role in organizing the festival, but the
only person who was really committed to the project was
Mayor Nakata. So it was actually his one-man project. As
the festival continued, however, other people like me got
involved, making various things happen. One byproduct is
the “stove party,” a form of outdoor barbecue featuring coal-
broiled meat that has become part of the local cuisine. The
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The most famous filmmaker discovered in the

Yubari may be director Quentin Tarantino.
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festival’s fan club called “Fantaland” awarded the Fantaland
Grand Prize based on audience votes. Among the past win-
ners of the prize is South Korean director Jae-young Kwak,
who directed “My Sassy Girl.” During the festival, a casual
meeting place dubbed “Minna no Ie (everybody’s house)”
was set up, and there band performances and other events
were held. A community association of cinema lovers dedi-
cated to private film screening called “Kinema Kurabu (cine-
ma club)” was established. Another organization created in
connection with the festival was a film commission named
“Cinema Supporters.” A group of volunteers showed tourists
around location sites of “Shiawase no Kiiroi Hankachi (The
Yellow Handkerchief)” and served as guides at the festival.
Old films about coal mining were screened. A program
called “Cinema Study” encouraged junior and senior high
school students to make films.

The Yubari film festival was terminated for the simple rea-
son of the city’s financial collapse. Various factors con-
tributed to the disaster. One was the 58-billion-yen cost of
closing down the coal mine. Of that amount, 60 percent was
financed by local government bonds. The city has not yet
paid off the debt, I believe. The decline of the local tourist
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industry was another factor. Yubari spent a lot of money on
building tourist facilities. That only echoed the national trend
during the era of the bubble economy and aimed partly to
stoke demand. In the past several years, the central govern-
ment has sharply reduced its tax allocation grants to local
governments. Yubari and other former coal mining towns
used to receive special tax grants under a law to promote the
development of these areas. But this financial aid program
has been scrapped. Moreover, there was the feeling among
citizens that someone would bail out the city if it couldn’t
pay off the debt. All these factors led the city to saddle itself
with 63.2 billion yen in debt. In this way, Yubari ended up
being designated as an organization for fiscal reconstruction.
Citizens are now feeling anxiety and uncertainty about the
city’s future. But let me point out here that the 67 million
yen subsidy the city provided for the Yubari festival actually
came from the central government as a special tax allocation
grant. That means the city can’t get the money unless it holds
the festival. So it is wrong to say the city used taxpayer
money to sponsor the festival.

As for the future prospect of the festival, as I said earlier,
I’m intending to establish a nonprofit organization to support
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the festival. That’s because many helping hands have been
extended from various people and organizations willing to
provide cooperation to keep the festival alive. Yubari is in a
miserable state, but we are trying to hang in there.

Saiki:
ments. I guess the situation is very tough at the moment, but

Thank you for your very clear and candid com-

I believe the efforts being made will produce positive results.
The next speaker will be Mr. Miyazawa, who is involved in
the YAMAGATA International Documentary Film Festival.
The word around the cinema community is that the festival
will become an event independent of the city of Yamagata
and be operated by a nonprofit organization. We hope Mr.
Miyazawa will discuss the topic as well.

YAMAGATA International
Documentary Film Festival

Miyazawa: The next YAMAGATA International Docu-
mentary Film Festival will be held October 4 to 11 next year.
Today, I will focus on the fact that the festival is now going
through “transformation,” as Mr. Saiki has said. But how is it
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changing? Around the time last year’s festival ended in
November, the idea of making it an independent event
emerged. We, staff members, discussed the idea and what to
do with the festival in 2007. There was talk about eventual
independence from the city when the festival was launched.
A newspaper reported the mayor at that time said the festival
would be put in the hands of a private operator after two or
so years. Around 1997, a program was set up to train experts
who can work as part of film festival staff, and our staff has
grown gradually since then. At the same time, we have been
exploring possibilities of a merger with the Association for
International Relations and the city’s culture foundation. But
none of the potential mergers materialized due to differences
over terms. The situation remained basically unchanged until
last year.

An evaluation of the city’s job performances concluded
that the film festival would be best operated by a private
entity. Municipal management and control inevitably entails
various restrictions. A lot of time is required to make a docu-
ment for the spending of public money, for instance. We
thought our work could be simplified and streamlined if the
festival was operated by a private-sector entity or a nonprofit
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It was concluded that the film festivals would be best operated by a private entity.
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Kei Miyazawa

organization. Since we are not government employees, we
cannot use the city’s cars. So we use our own cars. We spend
our own money to cover necessary expenses like auto insur-
ance premiums and gas bills. We thought the creation of an
NPO to operate the festival would rationalize the system.
Various proposals were made as to what kind of body it
should be. A foundation, or an intermediate corporation, or
just a voluntary group as we are now? Each proposal had
both advantages and disadvantages. We considered all
options, including the establishment of a shareholder-owned
company, and decided that an NPO would be the most suit-
able type of organization under the current circumstances.

So far, the city of Yamagata has promised to continue
financial support to the festival even if its organizer becomes
an NPO. But we should probably say the mayor says so. The
final budgetary decision is made by the municipal assembly.
But the incumbent mayor says the city will not back out of
this enterprise because the organizer becomes independent,
and promises to continue support to the festival, which he
says is one of the main cultural promotion programs of the
city. Like all other local governments, the city is in financial
distress because of dwindling tax revenue. So we probably
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Yoshikazu Okamoto

cannot expect to continue receiving the same level of aid
from the city. The establishment of an NPO also means we
will have to pay rents and utility bills, which we don’t have
to pay now. Money to cover all these additional expenses we
will have to make somehow. How will we make the money?
Financial support from the city will be the largest part of our
income. We plan to ask for support from other organizations
as well, including various foundations and Yamagata Prefec-
ture. We intend to submit applications for subsidies and
grants to all possible sources of such financial aid. We will
also try to increase our commercial revenue. We will step up
our efforts to sell more video products, and rent more of the
titles we have acquired the necessary rights for the festival
with Japanese subtitles to nonprofit screening organizations
in Japan. Since we return half of the rental fees back to the
film producers, such efforts will also help promote film pro-
duction. Above all, networking of people is very important
for what we are doing. So we will also do more to develop
networks of people and organizations.
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We owed much to marketing people at a local newspaper
who helped find corporate sponsors.
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Aomori Film Festival

Saiki: Thank you very much. Let me give you some finan-
cial data about the film festivals. Yubari’s budget is 99 mil-
lion yen and Yamagata’s is 130 million. Both are large
events. In contrast, the Aomori Film Festival is a much
smaller, community-based festival operated on a budget of 7
to 8 million yen. It had long been financed without receiving
any subsidies or grants from public organizations. This year,
Aomori received financial support under the Agency for Cul-
tural Affairs’ film promotion program for the first time. I
now ask Mr. Kawashima from Aomori to talk about this
unique film festival, supported by a local network of people.
How has its supporter base been expanding among local cin-
ema fans?

Kawashima: Aomori Prefecture likes to call itself a “film
kingdom.” Unlike Tokyo or Kyoto, Aomori has no film stu-
dio. But some 100 films have been shot in Aomori. That’s a
large number for such a rural prefecture. Over 500 films
have some links to Aomori, including those directed by
Aomori natives. So, I think, we can say Aomori has a certain
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status in the Japanese film industry. It is against this back-
drop that the Aomori Film Festival was launched by local
cinema fans. As you probably know, “Hakkodasan,” which
gained national popularity, is still talked about as a cinematic
symbol of Aomori. Among directors born in the prefecture,
Shuji Terayama was very famous. Maestro Yuzo Kawashima
was born in the city of Mutsu. Ten Shimoyama, who directed
“Innocent World” and “Shinobi,” is another Aomori native.
Director Junji Sakamoto chose Aomori for the shooting of
his “Kizudarake no Tenshi (Injured Angels)” after attending
the festival. So, there are numerous films with some links to
Aomori, including the works of Aomori-born directors and
those shot in the prefecture.

In various parts of the prefecture, there are many people
willing to support location hunting as well as general movie
fans. We hoped to develop the festival into a major prefec-
tural event by marshalling all these human and other
resources. Thankfully, that process has accelerated sharply
since last year. At present, there are four film commissions
in the prefecture. The number will increase to six next year.
Each of the regions where they are located (Aomori City,
Hirosaki City, Hachinohe City, the Tsugaru Peninsula, the
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Aomori Prefecture likes to call itself a "film kingdom."
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Daiji Kawashima

Shimokita Peninsula and areas around the Lake Towada) has
a staff team of the film festival execution committee com-
posed of film commission members and cinema fans. If these
groups secure a budget of, say 500,000, or 1 million or 1.5
million yen, each and join forces and cooperate, then the
total would be 10 million or more. We have designed a sys-
tem in which the festival could survive even if some of the
groups withdraw.

Saiki: Thank you, Mr. Kawashima. The next speaker will
be Mr. Okamoto from the Kobe Film Festival, which is now
operated by an NPO.

Kobe Film Festival

Okamoto: The first Kobe Film Festival took place in 1996.
About 10 years before that, in 1987, the executive committee
for a Kobe international film festival was established. This
committee organized a festival with a budget of about 10
million yen for eight years. Kobe is a fairly large city, but
there are many movies that are not screened in the city. And
people had been considering the idea of screening such
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It was first supported by businesses and then by the city.
So this time, why not support it by ourselves.

[EAGF A

Yoshikazu Okamoto

movies in a film festival. But the movie theaters in the city
didn’t like the idea and the distribution association was very
reluctant to provide films. There was strong pessimism about
holding a film festival in Kobe. As the number of Asian
films increased rapidly, however, people in Kobe started
wondering if they could screen commercially unviable films
on their own. And there was a movie circle in Kobe that had
been screening a film every month for about 40 years. And
there were many cinema fans in such media companies as
the Kobe Shimbun newspaper, Radio Kansai and Sun-TV.
People of the circle and these cinema fans had known each
other for years. These people and some executives of the
now-closed movie theater that supported the circle, including
the owner, joined to set up the executive committee for a
new film festival. Support also came from the Kobe Shim-
bun, not from the company but from people like reporters in
charge of movies and other movie-loving journalists working
for the company.

The festival owed much of its success to marketing people
at the Kobe Shimbun who helped find corporate sponsors.
They collected nearly 10 million yen every year for the festi-
val while coordinating with their company’s advertising
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department. The festival was held for eight years. It was rela-
tively easy to raise money back then because Japan was in
the middle of the bubble economy. But things got tougher
year after year. And after nearly 10 years of working togeth-
er, the people involved were a little tired and were beginning
to ponder the future of the festival, and then the 1995 killer
earthquake struck Kobe.

The quake happened in January, and we managed to hold
the film festival in the autumn of that year on a smaller scale.
When the event ended, we considered calling it quits. But the
next year, 1996, happened to be the 100th anniversary of the
first screening of a movie in Japan. And we thought Kobe, as
the place where the first screening took place, should do
something to commemorate the occasion and at the same
time cheer things up after the quake. Some 10 years earlier,
the city of Kobe had actually sponsored a film event called
Kobe Film Awards, which cost about 100 million yen. But it
was totally organized by an ad agency hired by the city and
not a citizen-centered film festival. So in planning the event
to commemorate the 100th anniversary of the movie screen-
ing, the city sought cooperation from our executive commit-
tee for an international film festival. The city budgeted about
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150 million yen for the festival, with much of the money
coming from the Japan Shipbuilding Industry Foundation
(now the Nippon Foundation). Kobe, I think, made a really
big decision. The municipal government’s section in charge
could have farmed out the whole project to an ad agency and
could have come up with some excuses even if the event had
flopped. But they entrusted the project to our organization
although we were not even an NPO at that time. While some
people with social credibility were among the members, we
were just a voluntary organization. The city really made a
bold decision. The festival lasted for one month and offered
various sub-events including an “international relay talk”
featuring seven or eight foreign guest speakers including
directors Abbas Kiarostami and Chen Kaige. It was very suc-
cessful.

After the Film Awards and the event to commemorate the
100th anniversary of the first film screening, Kobe apparent-
ly had no intention to hold another movie event. But partly
because the commemoration event was so successful and
partly because we criticized the city of trying to walk away
with what our free service had produced, the municipal gov-
ernment budgeted some 20 million yen for a new annual film
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festival operated by our organization. While the budget was
reduced to 10 million yen during the six years, that was
enough for us to organize a film festival of a size suitable for
our operation. After six years, though, the city said it could
not continue financing the event any more. Since we had
already heard of the city’s intention, we had had some dis-
cussions on what to do with the festival. Kobe’s film festival
was first supported by businesses and then by the city. So we
decided to make it an event fully supported by citizens and
set up an NPO for that purpose. Creating an NPO means
recruiting members willing to pay annual fees for an event
that is held only once a year in autumn. And the NPO’s
office must be run all the year around. That made it neces-
sary for us to change the way we manage the organization.
We decided to establish working relations with members and
expand the film festival to encourage members to support the
event as staffers. We continued our cooperative relations
with the city of Kobe and moved to seek partnership with
Hyogo Prefecture as well. As it happened, the prefecture
opened a new art museum, so we decided to screen films
regularly at the hall of the museum. We also started screen-
ing films at the hall of the Kobe City Museum and at another
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Kei Miyazawa

hall located in western Kobe in cooperating with these facili-
ties. In total, we do more than a dozen such film screenings
per year, more than once a month. That is in addition to the
autumn film festival.

Kobe has stopped subsidizing the film festival as a whole.
But one part of the festival, dedicated to memories of the late
Nagaharu Yodogawa, a film critic, and called “Nagaharu
Yodogawa Memorial,” mainly features classics. Kobe still
supplies financing, 2 million yen or so a year, for this part,
saying it intends to continue the contribution as long as the
memories of Yodogawa remain alive among cinema fans.
The Nagaharu Yodogawa Memorial is part of the Kobe Film
Festival along with the core screening events. So Kobe pro-
vides some money to the festival. For two years after the city
reduced the budget, it provided an office for our organiza-
tion. But that support was also terminated about three years
ago, and now we rent an office on our own. But we still have
some relations with the municipal government. The city’s
public relations magazine carries information about the film
festival and the city’s section in charge of cultural affairs dis-
tributes our leaflets about the festival to cultural facilities
like public libraries and a dozen or so screening events. So
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Film commissions should focus on expanding the
local community of movie lovers.
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the city is providing important non-financial support to our
NPO and the festival.

Another feature of the Kobe Film Festival is friendly rela-
tions between the organizer and other citizen groups
involved in cinema activities. The other days, we found our-
selves dealing with 12 different leaflets for screening events.
Interestingly, such screening events organized by citizens
tend to attract an increasing number of people. Movie the-
aters may think such events take customers away from their
businesses. But that’s wrong. Screening events rather help
increase the number of people who watch movies at theaters.
In one of our various partnerships with these citizen groups,
we have been working with Kobe’s film commission for four
or five years for a film festival program that screens films
shot in Kobe and offers talk shows featuring people involved
in these films. Last year, Kobe planned various events to
commemorate the 10th anniversary of the earthquake, and
we were asked by the film commission to organize film
events. We held events featuring South Korean films and
films concerning Koreans with permanent residence in
Japan. Recently, we joined hands with an organization called
Japan-Russia society to hold a film festival featuring Russian






W) EEb DI, ThEEF - EIERDDY, & F
TETT, HbBD VWEEOYE, T LEALAHPRRLT
WA BT, [RERMESEIZITE ZniFh e, A&k bt
KA TEDL, TNLOLAALTHILDES) L. HEZT S
LTHEOT—<%2RH-TeHI & EVIHIDBEGDAT A
Wi AT,

TANK - A3y ¥ a YHPERBRAIIRA L TETEL
WIADIIFE, INLWEELZOTT, R RBFEELSE
ABANzbl, Iz bD X ) ITHEAARYIZHETEALDD
THRND72VWEVI NETEAPEVE) 2L 3HLHDT,
FNEHIFLY U7 ERTVELVWEESTVETD,

T, HHREANCE [RABBES] v ) BESRsdH
DELAD SHLOF WSS LebEBWwET, Hkil
EHMITOEHICE > THA BB TT A, ZOWBEI
H e AL ZITHIN TV T, RETE-HRIBLFEMNEE T,
1H22~26HICHMET 5 PETT. HBDYBLEEE Z OBt
Wi, [AHTH T US| & [ TR 2 Wi 5%
L) 7o THAARK LT EHVWE T,

k{8 A BILEEROME TR EMHEO Fes e L

self-supporting basis.
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Yoshikazu Okamoto

Film Festivals and Local Communities

Saiki: The Kobe NPO is involved in various movie-related
activities as well as the film festival and apparently making
great efforts to develop links with other screening groups. I
believe there are members of film commissions among the
audience. In local communities, film commissions and peo-
ple of screening organizations have very close ties, which
help expand the scope of activities in the field.

Miyazawa: The point is, instead of trying to attract film
shootings for money, film commissions should focus on
expanding the local community of movie lovers for sharing
of the joy of watching movies among more people. I was
quite impressed by the situation in Aomori, and thought that
the number of cinema fans in Kobe will increase if more
directors shoot their films in the city. The same is true for
screening organizations.

Saiki:
local communities. That shows the two-facedness of movies.

I agree. Shared passion for movies would help uplift

The question is how to build up local networks. Another pre-
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fecture-wide film festival is the Shimane Film Festival. This
event is held under the leadership of the prefectural govern-
ment, which accepts requests from local communities and
feeds them back to the local cultural facilities involved. But
Aomori’s approach appears to be quite different. Mr.
Kawashima, could you describe the way your festival is
organized in more detail?

Kawashima: When the festival was launched 15 years ago,
movie theaters in the prefecture were being shut down one
after another, and the trend was toward watching movies on
home videos. Later, cinema complexes were built in Aomori,
making it easier to watch films on screen. But friendly rela-
tions with local cinema complexes and theaters are very
important if there are many films you want to watch but not
screened. So we treasure our cooperative ties with local cine-
ma complexes and theaters.

Cinema fans have diverse demands and requests. Some
people want more films shot in their towns, while others
want to watch old movies. Even within the same prefecture,
people in one town are very proud of a famous director born
in the town, while people in other towns don’t feel that way.
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In the case of the Aomori Film Festival, exchanges among
people from various places led to the consensus that they
should cooperate to organize small-scale screening events
because a large-scale film festival is out of their reach. And
various films should be screened over a certain period of
time under the common theme.

We were happily surprised to see the creation of film com-
missions in various parts of the prefecture. But disagree-
ments do occur from time to time between people who put
priority on the business side and real movie buffs like me,
who want to put as many films on screen as possible. We are
trying to coordinate these different opinions.

There used to be another film festival in Aomori Prefecture
called the Namioka Film Festival. I believe there are some
people here who know about that. The festival was terminat-
ed when the town of Namioka was merged into the city of
Aomori. But the spirit of the festival has been inherited by an
event to be held on Nov. 22-26 at the new Aomori Museum
of Art. The Aomori Film Festival and this new festival will
complement each other since one is an outgoing festival
while the other is a festival held in a museum.
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Friendly relations with local cinemas are very important.
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Daiji Kawashima

Saiki: So the spirit of the Namioka Film Festival will be
handed down through screening events at the Aomori Muse-
um of Art.

Kawashima: Well, the plan has yet to be worked out. We
think an “anything goes” approach would not be too bad
after all.

Saiki: I think many people here know about the Namioka
Film Festival. One of the reasons of its termination, besides
the merger, is that some people questioned the appropriate-
ness of screening X-rated films directed by Tatsumi
Kumashiro at a public facility financed by taxpayer money.
As no good solution to this issue was found, the festival was
ended.

Future of Film Festivals

Saiki: Let me ask Mr. Sawada some questions again. You
are trying to turn the Yubari film festival into an event oper-
ated by an NPO that doesn’t depend on public support. But
I’ve heard you were not a cinema fan and developed interest
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in movies as you got involved in the festival. Could you tell
us about that?

Sawada: I have always been fond of watching movies, but
film festivals are a different matter. I was working for the
local junior chamber, and got involved in the film festival
through that service. I found that many things happened in
film festivals other than film screenings and thought such
events offered very interesting venues for exchanges among
people. I earlier said Yubari was originally a one-man film
festival, but in the end citizens came to recognize that the
festival featured many films linked to their own town. But to
my great disappointment, the decision to end the festival
came just when it was showing great potentialities.

Saiki: What is your plan for the future?

Sawada: Yubari was originally intended as a local commu-
nity revitalization project. But the festival didn’t lead directly
to such revitalization, and I think that’s why things have
turned out this way. If we can continue the festival in some
form, I think it should focus on movies themselves. Before
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that, however, we have to find a facility for the event. The
festival has been held at a municipal facility. But it is closed
for winter from November to save heating expenses. Hotels
are operated by a joint venture between the public and pri-
vate sectors. But they are all losing money and likely to be
sold off. There is no appropriate place to hold a film festival
in the city.

Saiki: You said in a newspaper interview that you want to
continue the festival even as a simple screening event.

Sawada: I don’t know what kind of event it will become. If
we can collect an amount of money like 3 million or 1.2 mil-
lion yen, we don’t have to turn it into a screening event. If
we are really serious about doing a service to Japanese cine-
ma it would probably be better to organize an incubation
camp in Yubari that offers opportunities for talented people
creating films to meet established script writers and direc-
tors. Such an event would be better use of that kind of
money. So we are not fixated on the idea of organizing a film
festival or screening events.
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Documentary films are not necessarily long and heavy.
There are many really interesting documentaries.
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Kei Miyazawa

screened. Recently, I watched a movie financially supported
by the Agency for Cultural Affairs. They said the film would
not be released until autumn next year. It is not easy to show
such films because movie theaters have long lists of movies
that occupy their screens for many months ahead. If such
films are to be screened in local cities first, information
about inventories of unscreened films available is needed.
Even if we promote film production with financial aid, there
are not enough outlets to show such films. The agency is try-
ing to support screenings in local cities and towns. But a
shortage of information may be hampering the efforts. This
is a problem we must tackle.

Okamoto: For Kobe, the agency’s program to support film
festivals was launched at a very good timing. Expansion of
this program would be a boon to many other film festivals.
Organizing a film festival requires a lot of money because it
usually involves inviting guests. To be honest, we want to
hold more receptions and make thicker brochures. Screening
a large number of films usually hurts efficiency. In Kobe, we
seldom lose money by screening one movie. But screening
many films is very inefficient in economic terms. But film
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festivals have some unique elements of fun. So I hope sup-
port to film festivals will be increased.

Saiki: Let me summarize key points of today’s discussions.
What is the most important about a film festival is that it is
solidly rooted in the local community and supported by the
members of the community. Local film festivals, if not large-
scale film festivals, are usually organized in ways that create
direct links between the events and the citizens and fans. A
film festival, it seems, needs to have a solid community
foundation. Are there any questions from the audience?

Questioner: 1 am Zushi Mayor Nagashima. Now, all local
governments are fiscally strained, and providing even 10
million yen for a film festival is impossible for most. The
city of Zushi is operating a film festival on a limited budget
of about 2 million yen. I found many useful ideas and
thoughts about management approaches in the story about
the Yubari film festival, but I found information concerning
its grade and size is not quite useful for us. From this point
of view, I think how Yubari will transform itself for survival
will offer many important hints and insight for small local
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governments. Mr. Sawada discussed the idea of incubation.
Could you talk a little more about whether you intend to
downsize Yubari to a manageable scale or you want to main-
tain its current grade even if that requires obtaining support
from private businesses or other outside organizations? And
what kind of timeframe for reopening the festival do you
have in mind? And do you have any plan to shift your activi-
ty down to a lower gear?

Sawada: Concerning what to do with the grade and size, |
cannot answer clearly unless we figure out how to finance
the event. If I or my advisers have some ideas in mind, they
are nothing but pies in the sky. As I said earlier, though, the
basic principle would be to focus on films. Unfortunately,
that’s about all I can say now.

The timing of restarting the festival is also hard to say. The
Yubari festival was held in February every year. Holding a
similar film festival next February is impossible for us. The
municipal assembly decided in its meeting today to cut even
the budget for snow removal. Because of heavy snowfalls, I
personally think it would be hard to hold a new film event in
winter. Yubari is famous for its high-quality melons. So the

harvest time for melons could be one realistic option.

Miyazawa: In Yamagata, there is now talk of providing 100
million yen for next year’s film festival. It is not yet clear
whether the assembly, which has the final say on budget
matters, will approve that amount or reduce it.

I think there can be a good case for downsizing the festival
to a manageable scale. But I also think there can be a reason-
able case for recruiting sponsors to expand some parts of the
event and focus more on films so that it can attract more peo-
ple. When the advantages and disadvantages of the two
approaches are weighed carefully, the conclusion could be
either expansion or downsizing. Another proposal would be
holding the festival every year instead of biennially as now.
That would reduce various risks, and while increasing some
kinds of work, that would make others easier. Staff members
have been discussing various ideas.

Saiki: Now, we have run out of time. We will now close the
first part of today’s program. Thank you for your kind atten-
tion.
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PART 2

Lecture: On International Film Festivals

Moderator: I’'m sure you all know Mr. Marco Miiller since
he is very famous as having been the director of many film
festivals. After holding the position of Director of such pres-
tigious festivals as the Pesaro, Rotterdam and Locarno film
festivals, he presently works as the Director of the Venice
International Film Festival. He also has a deep understanding
of Japanese film, and from the very beginning of his career
as director of international film festivals, he has looked to
Japanese movies and even put together special retrospectives
of Seijun Suzuki and Tai Kato.

Mr. Miiller is also a film critic and a film historian and so is
very knowledgeable about film. His capabilities as a creative
organizer have earned him the deep trust of filmmakers around
the world. I am told that Daniele Huillet, a filmmaker that rep-
resents contemporary film and who just passed away on Octo-
ber 9 of 2006, also put much trust in Mr. Miiller. And now
without further ado, let us hear from Mr. Marco Miiller. The
theme of his talk is, “International Film Festivals.”
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Marco Miiller: Good evening. It’s always difficult to talk
about this strange thing we call “festivals.” For my entire
life, T have been trying to be a manufacturer of something
which was not exactly the regular kind of “film festival.” For
many reasons, film festivals have now become the only way
we can solve, for a short amount of time and in a very provi-
sional manner, the problems of what is lacking in the infor-
mation and circulation of films. Very often festivals can
become a part of the circuit of distribution for the films
which otherwise would never hit the screens in a particular
country.

But festivals have been a creation of the hotel-and-restau-
rant-owners associations and of tourist promotion organiza-
tions. When the first festival in the world, the Venice Film
Festival, the Venice “Mostra,” was born, it was because the
hotel owners at the Lido, on this small island, which is the
beach resort close Venice, needed to prolong the high sea-
son. They wanted something to happen so they would fill
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their hotels for another two weeks at least. And don’t think
that the Cannes festival started for any other reason. The
Cannes festival was supposed to start in the same way in the
late thirties, but then because of the atmosphere, because
they knew that the war was about to start, things went com-
pletely differently. And then obviously this also influenced
the way the Cannes festival addresses the kind of films they
select. It was already the postwar climate. I think there are
quite a few good books published in Japanese about the his-
tory of festivals, and I'm sure that if you want to know about
the history of festivals, you can try to get some of these
books. Professor Hasumi Shiguehiko has written one of the
best of them, trying to give the special contour or to clarify
which particular space the particular festivals wanted to
occupy.

“Starting Point” as an Organizer
of Film Festivals

For me, it was very simple. I was an anthropologist and
ethno-musicologist. I received a formal academic education
but I also did a lot of fieldwork. And then when I found
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Film Festivals were a creation of hotel industry and tourist bureaus.
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myself in China during the Cultural Revolution for three
years, when I had no possibility of entering the Academy of
Social Sciences because it had been shut off as part of the
bourgeois science that was discarded at that time, I had no
alternatives. The only thing I could do was to go and listen to
storytellers, see the few model revolutionary operas that
were performed, and go to the movies. So every day I would
see two, three films. Most of them at the beginning were
Albanian, Romanian, North Korean films. And then after the
major political change of October 1976, after the downfall of
the power group that had been called at that time “the Gang
of Four,” the old films came back. And all of a sudden I real-
ized I knew nothing about the Chinese cinema and I started
seeing three, four, sometimes even five Chinese films every
day.

And when I went back to Italy, when I went back to my
university and was told that I had to resume my academical
field work in a very planned way so that I had to spend a lot
of time researching in libraries, I felt that I had a lot of emo-
tions which those films, those Chinese films had stirred in
me that I wanted to share with other people.

I think that this is possibly one of the reasons why festivals
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should exist, because they will be the starting point of a cir-
culation of ideas, they will be a starting point of a series of
discussions that need to exist in another time and another
place than the festival, because the festival is in fact a dread-
ful machine. It’s a machine which can create visibility for the
films but which can also kill some of the films which do not
gain enough visibility. And then obviously, you want to use
festivals as a way of forgetting for a while, in the space of
two hours, three, four times a day, forgetting who you are in
the sense that you will be forced to look at the world with
somebody else's eyes. The basic contract between the film
and the viewer is that you have to abandon yourself. You try
to be possessed by somebody else's vision for two hours.
And therefore I think film festivals can be very important
tools in the dialogue of ideas.

Sarajevo Film Festival

I'm going to tell you a little story about two festivals with
which I have been associated. Back in 1993, a group of cul-
tural organizers, the few people who had stayed on in Saraje-
vo after the Serbian aggression, the people who were still
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maintaining some activity for the various arts centers, they
came to see me in Locarno, and they asked me, “Would you
help us to organize a film festival?” And I said, “But they are
bombing the city. They are shooting people. How can you do
a festival in Sarajevo under these conditions?” And they
said, “It’s the best way to realize what we want. First of all,
it’s the best way to signal that the return to normal life, the
return to civilized life is just around the corner if you can
organize a film festival.” And when we did organize the fes-
tival during the war, it was fantastic. People came with their
evening gala suits and dresses. They had to enter the theater
through a hole in the wall of a primary school and an under-
ground corridor but they wanted to prove that normal life
was just a few minutes away. But the second reason why
they wanted to organize a festival is they wanted to be open
to ideas, experiences, which were not their own ideas and
experiences. And in that sense, it’s quite amazing, for
instance, the history of the development of the Sarajevo Film
Festival. We started the festival in 1994. We did two editions
during the war. After the war, for a few years, of course, Ser-
bian, Montenegrin, Croatian producers, they didn’t want to
send their films to Sarajevo. But then the festival proved that
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All the best filmmakers, either in the West or the East, are trying to

Mostra,” an exhibition. It’s like an art exhibition of films,
and not a regular film festival. So we will not have to redeem
the original scene of being a creation of the hotel-and-restau-
rant-owners association. We are not there to encourage
tourism. It’s a totally different battle. It’s a totally different
strategy. But for that you need films that would be “less
toxic,” films that would not need an “addicted” audience.
First of all, I don’t believe in the existence of an audience.
An audience is simply all the viewers together, but all the
viewers together means thousands, millions of individuals,
and not something called an audience which is believed to
always respond in the same way. It only exists in the heads
of those people who sit in front of the computer and consult
marketing researchers and pretend they can program your
appointments with cinema. Unfortunately, they are very suc-
cessful at doing that because normally you will now find in a
lot of festivals, including even the major festivals like
Venice, the films we had to implant there to create enough
media attention, the films where cinema is not the most inter-
esting part, the films that you know everything about even
before the film is completed. You know that this actor had a
love affair with that actress, or that director of photography
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ran away with the editor, or that the budget of the film in fact
is bigger than the direct competitor film. You have your head
filled with all this useless information. Some of the market
information would be valuable simply because the concrete
conditions of the production of the movie do influence the
aesthetics or the aesthetics have to make use of those condi-
tions and create the economical autonomy which can corre-
spond to artistic autonomy.

But at the same time, when you want to run a successful
operation, you would need sensitive viewers. In that sense, 1
certainly refuse the notion of audience. I know that I need
sensitive viewers but even sensitive viewers can be influ-
enced by what they do read or what they do not read.

An example is what happened in Venice to the new films
of two Asian directors: the Taiwanese director Tsai Ming-
Liang and the Thai artist Apichatpong Weerasethakul. As for
Tsai Ming-Liang’s film, it was a triumph. It was a standing
ovation. It was fantastic. And the film is difficult. But Tsai
Ming-Liang has now become a recognizable name. I'm not
just talking about press, media, and film professionals but
also film students, film club organizers, the people who run
all those small or middle size organizations that create the
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links in the chain, which is the real chain for the circulation
of information and works of art. Now they recognize the
name. They have become huge fans of Tsai Ming-Liang.
Another important film from Asia among the many Asian
films that we presented at Venice was Apichatpong
Weerasethakul’s film. Apichatpong Weerasethakul is a film-
maker from Thailand. Actually he's a visual artist who every
two years directs a film in between two or three video instal-
lations and exhibitions of his work. And he makes some of
the most engaging films. I don’t think there is any sense in
tracing a dividing line between what is art and what is com-
merce, what is culture, what is industry. All the best film-
makers in the history of Western and Eastern cinema, they
have tried to waltz on the thin line. It’s better to say they did
a rope act. It’s like walking on the tightrope. That tightrope
is called cinema, and sometimes when they put a foot down,
they put it on the side that is normally called art, and some-
times they have to put the foot down on the side that is nor-
mally called market. So I don’t care about the quantity of art
that is contained in a film. If it is a film, if it is not visual
communication, there will be a mix of elements that we will
always find interesting. In the case of Apichatpong, the film
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is very absorbing, and the moment you see the first images,

you are totally captured; you are totally absorbed into the
movie. The film was in competition. The film played in the
evening. So it was one of the best slots. Very few people
went. It was a major disappointment and I had to be very self
critical about how to program the Mostra, how to prepare. I
did every possible effort. I spoke about the film at some
length. But still, Apichatpong Weerasethakul is not yet a
name for the European mass-media. He’s not fashionable.
Nobody was able yet to stir up the curiosity for his work. So
even a festival cannot create the necessary visibility. Some-
how this is also what festivals should be there for, to empha-
size the immediate artistic attractiveness, the fact that one
film is more important than another.

If it is cinema, if it is a good cineaste, it will be immediate-
ly attractive. But then, how can you possibly transform this
artistic value, this cultural value into a market value without
resorting to the normal marketing tools? Because again, if
you use the regular marketing strategies, then you are bound
to focus on just a few names and to forget all those new sin-
gularities, which are now existing in the world where films
are still made under the different conditions that befall each
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country and each mode of production.

The Number of Films Shown at a Festival

A ot of festivals show a lot of films. But the number of
films is a problem I have tackled ever since I started my
career as a film-event manufacturer, festival manufacturer.

I'invented a large-scale event in a city where there was no
major festival, the city of Turin in Italy. And the people who
worked with me understood that there was the space for a
regular festival, and after I left Turin, they invented the very
serious and still very important Turin Film Festival, probably
the most important Italian festival in autumn. But for me, it
was clear. I wanted to share the emotion of discovering Chi-
nese cinema. I wanted to share the emotion of discovering
that the graffiti and syntax is not everything, that it can be
contradicted. I wanted to share the emotion, the tactile emo-
tion of seeing images that can function differently from the
normalized image we had to get accustomed to at that time.
It was the late seventies. So I put together a selection of 135
Chinese films from the twenties to the early eighties. That
happened in 1981. But that was the only time when I accept-
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ed showing that many films. In Rotterdam we also showed a
lot of films but the festival was really divided in a festival of
national premierés, of all the films that the Dutch distributors
needed to present in Rotterdam to launch them with enough
support from press and media. But otherwise, the core of the
festival was a selection of 70 or 80 films.

And from that moment onwards, I’ve been fighting to
reduce the number of films. Now in Venice we show slightly
more than 50 films because that is the problem — you cannot
have a day in the program when those too big films — too big
films that everybody has already read everything about — will
crush all the other films, will in fact erase the singularities of
all those smaller films which are probably very singular,
very original, but need a little bit of air, a little bit of oxygen
around them to exist.

Festivals can of course also be a way to study a fragment
of cinema in depth. Again, I'm really sad at what is happen-
ing here in Japan at the Yubari Fantastic Film Festival. I
think this is also something very important that you must
have. I don’t think that fantasy cinema or genres or even sub-
genres or metagenres still exist in current film production but
it’s very important that an area of cinema is explored with
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y a fragment of cinema in depth.

4

Festivals can

some special focus on individual currents and individual
filmmakers. That kind of monographic attitude is still very
important, as is the retrospective work that festivals can do.

Film Festivals and Technology

In fact, one of the things that I'm most happy with in
Venice is — and here I have to thank our friends of Sony, the
technological side of Sony in Japan, because they helped us
to set up fantastic high definition projection — I’m happy
about the 2K projection we have. When I saw the first high
definition “Star Wars” in Cannes, I thought it was a cold
medium and I will always be able to recognize that there is
something missing in the temperature. Now when we play a
film on 2K high definition in the Sala Grande, our main hall,
only the very strong film professionals and only a few film
directors can recognize it’s not 35-millimeter film. It’s
already happening — the colors, the warmth are finally being
retrieved.

For me, high definition is essential because it becomes a
tool to bring back to life the invisible films, first of all,
because you can do almost perfect 2K and now even 4K
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restorations of old films. The American film archives, espe-

cially film studio archives, they will always be done in the
most expensive way. They will do a 2K or 4K restoration
and then they will have to go back to film. So it’s not just the
server, it’s not just the digital information with all the
machines. Because they know that technology will always be
subject to market competition and that of course new tech-
nologies will take the place of current technologies, they will
always go back to film and they will always have like an
abandoned coal mine in Arkansas where they will keep all
those precious internegatives, dupe positives, whatever ele-
ments they will create. But like that, to revive an old film
will cost from 300,000-400,000 dollars. And with the digital
restoration and the possibility of showing the films on high
definition, of course you can actually have simultaneously
very cheap copies of the film circulating. That is always
what festivals should be for, to try and suggest a different
way of programming theaters.

The Future of Film Festivals

Right now, festivals are supplementing what you cannot
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| hope festivals will push people to come to big halls where people sit in

the dark and will respond together to a film.

see in regular theaters. So now very often it will be the films
from many other parts of the world than your own, than your
own Western world or Asian world. But then there will also
be films that are made using modes of production that do not
include a big budget for promotion and publicity, films
which are struggling to exist only with their own intrinsic
qualities. And those films can only be seen at festivals.

And that is also why I have no doubt that one of attractions
for non-normalized cinema is the documentary festivals.
Here in Japan you have the Yamagata Film Festival, which
has established itself as one of the major yearly appointments
if you want to understand what nonfiction cinema is becom-
ing, what new roads have been tackled or in which way you
can do autobiographical journal, diary-like films. You can
invest your personal self; you can put more of your person in
the film. It’s not just the regular documentaries. In Japan, it’s
probably slightly different than from other affluent countries
of the world in the sense that there has always been an inter-
est by the distributors for the theatrical release of documen-
taries. But look at what is happening in Europe. Very few
documentaries exist.

I think that festivals are a necessary evil, provided that they
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will try to understand, if they can do the work for each and
every film that is presented. And the only way you can stop
organizing festivals is when maybe HD digital television will
change our habits, when again, there will be the simultane-
ous availability of films of all kinds, fiction, non-fiction,
brand new films, very old films, then we can discuss when
that happens.

I still remember in 2000, everybody was saying, “In 2005,
2006, broad-band television will be the answer. You will
have your own festival at home. You will program your fes-
tival at home because everything will be made available.” It
does not exist. I will start again from my original starting
point. I organize festivals because I want to share an emo-
tion. But if people don’t want to sit in the dark with other
people, sharing that very same emotion, if they want to do
that in their own living room, in their home theater, it’s a
much drearier, it’s a much more lonesome society that we
are looking to. And I hope this is not our future. And in that
sense, [ hope that festivals will still push people to come to
big halls, be they multiplexes, it doesn’t matter, but those
huge halls where hundreds of people will sit in the dark and
will respond to a film also because they will feel the human
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and warm response of the other persons sitting next to them.
Questions and Answers
Question from audience: You were here today as an
organizer of festivals, but you are a producer. For you, what
is the relation between the production and showing the
films? For example, recently in Tokyo, we have noted your
name as producer of the film “The Sun” by the director

Alexander Sokurov. Could you talk about the production of
films and the position it holds in your activities?

Miuller: I cannot help but link the two roles (“film festival
organizer” and “producer”) very closely ever since I started
working as an organizer of film festivals.

I took over the position of the director of the Rotterdam
Film Festival from the person who invented the festival,
Hubert Bals, who had died of heart attack because it’s a very
stressful and lonely activity to organize a festival and to be in
touch with the entire world all the time but not to have
enough time to be with the creators and the producers. I felt
that the only heritage I could take over from him, who was a
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different person, who had his own view of cinema, was that

he was always very worried that film festivals would not do
anything for filmmakers and producers in order to create the
conditions for them to start new projects. In fact, festivals are
first and foremost fantastic meeting places. Normally in the
past, filmmakers used to go to a festival, they were even car-
rying their own print under their arm or in the luggage. Now
of course it’s the world sales deciding which festival you
have to send the film to, which festival the director has to
attend. And the director arrives and he has a very tight
schedule. It’s like two days of interviews, four presentations,
no time to meet other filmmakers, no time even to see other
filmmakers’ films. And this is a tragedy because this is when
things should happen, when things can happen.

So I decided back in 1989: on one side I had the Rotterdam
festival of the films that already existed, which had been pos-
sible to produce and to realize. And on the other hand, I
wanted to invent a festival of films to be. [ wanted to invent
something that would be a workshop to make it possible for
the films to be started. So it is what is now called the Cine-
Mart Project Workshop or sometimes they even call it Cine-
Mart Project Market. But basically it’s what the festivals of
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With Mr Itaru Takashio, Director General, Agency for Cultural Affairs (lef
Mr Tsuguhiko Kadokawa, Chairman of Tokyo International Film Festival

the Sixties were for, to make sure that filmmakers would

meet, talk to each other, understand if they have — and they
do have — common problems or common goals, and then try
to find the person who would be a natural choice as a pro-
ducer.

Again, you really have to go back to those books about the
history of film festivals because those festivals from the six-
ties were the festivals that tried not to be festivals. Do you
know what I mean? The names of the most important festi-
vals in the sixties which tried to refuse the idea that all festi-
vals should be alike and all festivals should be this very well
oiled festival machine were, first of all, the Critics’ Week in
Cannes, then the Hyeres festival in France, the Pesaro festi-
val in Italy, the Edinburgh festival, the Directors’ Fortnight,
and then at the beginning of the seventies, the Rotterdam
Film Festival. But that kind of festival is something from the
past. It belongs to the prehistory. And now festivals are
fighting with each other to get the premiere of that big Amer-
ican film, which anyway could very successfully avoid being
presented at a festival because it will have a successful
career even without any festival.

But sometimes even filmmakers and film producers make
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very generous choices. Look at what happened here at the
Tokyo Film Festival with “Flags of Our Fathers,” a master-
piece in my opinion. Clint Eastwood wanted to make this
film and the sequel “Letters from Iwo Jima” to speak his
own truth about the war in the Pacific. So he knew that one
of the most important groups of viewers for him were the
Japanese viewers. Venice tried to get the film, Rome tried to
get the film, Toronto tried to get the film, but no, he wanted
the film to premiere here in Japan. So luckily, sometimes
artists can be free of the marketing strategies of the various
international distributors discussing where it’s best to hit first
in order to create a market impact.

But as a producer, I continue to try and produce the films
that under normal circumstances could not be produced. My
association with Sokurov started back in the early eighties
when I was a director of the Pesaro Film Festival. He was a
forbidden filmmaker and somebody had to fight to liberate
his work. These concepts are very equivocal in the sense that
to discover a film or to liberate a forbidden film, it will hap-
pen anyway. Somebody will end up discovering that new
filmmaker. Even if it is three or six months later, it won’t
make such a big difference. And to liberate the film, we can
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Film Commission: From New Angle

[F#] BAEEABRREFIRE G =

[F] TbF/ 2EI«)VA-OZyyay
VIPO

[E85] 20065FE10827H 1485~ 188%

[3ZBAr] AR"AKRTZHT=—EILZ49 [A—F 14 hUT L]

fBiEs

(@S]

REOOY ZFRT AHREITHT«)LA - D=y 3AFC)
DHBTEREL, T TIRETLDICHEDDAZE T, IR
EDOLOHDOULPITWVREZDLD. BATCEDHED D IR
BEOD_EMRZERINE B D HICRALTTZE. FCOMHLER
RICDIEND. SEIFFCOEDIRLIFEEICDNT. N
ZNOBRISZEND N BB E oI

[(LEE] (SR
AEEHE (RE D)L - IXvyaVERiIGEREHEE)
RE H (ULFILDBRNZRERTE/AVOI(IVA-IZyYaY)
#E R (O AV -RSYAV-Y3V]540T0721—5-)
AIRHEE (ORS- A2 -bSVRAV—2ay iRRBIF)
EHET (FREAZAETOY T IMEEERER)
LRZEA (F&YDI:Q y71707a—%—)

Tl (BREEEE)

Organized by UNIJAPAN

Co-organized by Agency for Cultural Affairs /
Japan Film Commission Promotion Council / VIPO
Date and Time: October 27, 2006 (14:00 - 18:00)
Venue: Auditorium, Roppongi Academyhills 49

Discussion Topic:

The Film Commission(FC)'s goal is not just to entice
productions to its city or country. It also includes
training local people to be able to work in the film
industry, create an environment that makes filmmak-
ing easier, and put the effort into promoting the films
in which they were involved to make them successful
at the box office. We had people knowledgeable in the
various areas talk passionately about the different
aspects of the FC.

Panel (in speaking order)
Tetsuji Maezawa

Noboru Izumitani

Kiyoshi Inoue

Takuro Ishizaka

Takayuki Okada

Hidekazu Uehara

Yuji Nakae
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Chief of the Japan Location Database Exploratory Committee,
Representative of the Ehime Film Commission
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Kiyoshi Inoue
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Worked as line producer in the production of

director Sofia Coppola's "Lost in Transla-
tion" (2003).
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Takayuki Okada
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Planning director, Waseda University Honjo
Project Development Office. Plans film pro-
ductions that are conducted jointly by Wase-
da University students and local citizens.
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Yuji Nakae
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Born in Kyoto, 1960. Entered the University
of the Ryukyus and joined the Film Club,
producing many independent films while in
university. Revived a closed movie theater
in 2006.
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Takuro Ishizaka
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Cinematographer, based in Los Angeles.
Worked as second assistant camera in the
production of "Lost in Translation" (2003 ).
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Hidekazu Uehara
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Producer of "Yoru no Pikunikku." Born in
1952. Graduated from Theatre and Film Arts
Division, School of Letters, Arts and Sci-
ences I, Waseda University. Was involved in
many film productions as line producer.

[Coordinator]
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Tetsuji Maezawa
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Executive Director of the Japan Film Com-
mission Promotion Council. Member of the
International Committee of the All Nippon
Producers Association. Associate professor
at Yamanashi Prefectural University.
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PART 1

Presentation of Japan Location Database

Tetsuji Maezawa: Good afternoon, ladies and gentlemen. I
am pleased and honored to announce the start of Bunka-Cho
Film Commission Convention 2006 of the Bunka-Cho Film
Week 2006, held in alliance with the 19th Tokyo Internation-
al Film Festival. I am Tetsuji Maezawa, Executive Director
of the Japan Film Commission Promotion Council.

This event is a three-session program organized by the
Japan Association for the International Promotion of Moving
Images(UNIJAPAN) and co-organized by the Agency for
Cultural Affairs, Japan Film Commission Promotion Coun-
cil, and the nonprofit organization, Visual Industry Promo-
tion Organization. I hope you will all find it interesting,
enjoyable and informative.

Let me begin by discussing the proceedings for this year’s
Film Commission Convention.

The Japan Film Commission Promotion Council currently
has 94 different film commissions within its membership,
with another 30 film commissions not yet represented total-

ing over 100 film commissions overall. Many film commis-
sions, however, have their eyes turned toward Tokyo, where
the film studios and film production companies are based.
We can say that most film commissions outside of Tokyo
have their eyes turned toward Tokyo. While many of them
provide the all-important service of assisting with the finding
of shooting locations in their regions, the true mission of film
commissions should include not only the provision of sup-
port to production companies through these location services
but also the greater role of conducting various activities in
their local communities. Film commissions are usually only
treated in the media in terms of their strengths in attracting
filmmakers to their region for a film project, but these com-
missions do actually have a strong foundation in their local
communities and are charged with promoting local culture,
industry and tourism.

Globalization is an increasingly important and operative
word in the function of film commissions. Although the
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Tokyo International Film Festival draws many eminent inter-
national guests and participants, there are still too few for-
eign filmmakers who choose to film in Japan. One reason
stems historically from the lack of activity on the part of
local film commissions and a lack of information available
outside of Japan on who to contact.

In the second session, you’ll get a chance to hear about the
filming the Academy Award nominated movie, Lost in
Translation, which was filmed in Japan. Contrary to percep-
tion, there is in fact a great deal of interest nowadays on the
part of American filmmakers to come to Japan for various
projects, including to find prime shooting locations. Indeed,
there are many foreign film projects currently underway in
Japan. All of this only fuels our desire to figure the best way
to encourage and accommodate this trend.

On October 25, the Agency for Cultural Affairs issued a
press release about the English version of the national film
location finders’ database online, called the Japan Location
Database. The Japanese version was made available this
May. So I would like to begin this convention by introducing
this important new service.

Our first presentation will be made by Mr. Noboru Izumi-
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tani of the Ehime Film Commission, who presides over the
Japan Location Database Exploratory Committee. Mr. Izu-
mitani, the podium is yours.

Noboru Izumitani: Thank you. Good afternoon, ladies and
gentlemen. I am Noboru Izumitani of the Ehime Film Com-
mission. If I may solicit your attention for the next 30 min-
utes or so, I would like to show you what the Japan Location
Database or JLDB is, how it works, and the purpose it
serves, concluding with a brief demonstration of the English
version.

Some of you may recall one year ago during this same
event when I mentioned, still in relatively uncertain terms,
what we were working on by way of this database. Well I am
pleased and proud today to be able to demonstrate to you
first the Japanese edition of a database that has been opera-
tional since this May.

First, let me back up about three years to give you a brief
background on the project, which began in 2004 with the
establishment of an exploratory committee. Among the par-
ticipants were various film commission members, filmmak-
ers and production companies — the actual users of our data-
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base — and, of course, technicians and various other experts
needed to build and launch a database of this magnitude. We
spent approximately one year deciding what was required of
the database and how it should function. Actual construction
then began in fiscal 2005. This is basically what I introduced
to you last year.

The Japanese version of the Japan Location Database was
launched in May of this year. And to date, we’ve incorporat-
ed approximately 3,000 locations, and over 20,000 photo-
graphs. The English version includes 120 locations. And
these numbers are increasing. We have among our audience
today including film commission personnel in the back and
filmmakers in the front, actual users and contributors of the
database. So let me speak to both groups individually, if I
may.

First, with some 100 different film commissions in Japan,
about 90 percent operate their own Web pages. Over 30 per-
cent of those have built up a database of information for their
own particular area of coverage. The problem is that as the
volume of information proliferates, filmmakers find them-
selves not knowing where to inquire, jumping from database
to database, accessing and making inquiries in a piecemeal
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fashion at each specific locale. This makes for a very labori-
ous and frustrating process. The JLDB, therefore, was
designed to provide a consolidated and single location for
information and contacts about every film commission in the
country.

We thought about who precisely we wanted to use this
database and the answer we came up with was “just about
everybody and anybody.” Filmmakers from both inside and
outside of Japan, students and film students aiming to enter
the profession, and the general public. Having a pluralistic
user base contributes to crossover and interdisciplinary data
that is searchable on the site and allows each film commis-
sion to use the site as an effective tool for drawing attention
to their communities. By synthesizing their own sites to the
database, film commissions provide an easy interface
between them and filmmakers, producers, directors and loca-
tion hunters.

What you see here is the top page of the JLDB site. The
database is divided into three major parts. First there is a lim-
ited news and updates segment. For example, recent topics
are presented in the form of a news ticker. Here, you’ll find
notifications of new features, updates or maintenance
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announcements. Next to that are special features, articles,
essays or newsworthy items submitted by film commission
members. These might include, say, introductions of film
projects a commission or a community has supported in the
past. None of this information is published in printed form. It
is all exclusively available on the Web, which we think
makes the site that much more valuable.

The lower column of the page is what we urge all of you to
make ample use of. And that is searchable information on
some 3,000 film locations. You can search by five criteria:
keywords, region, category, era and a multiple search func-
tion. The Search by Era function is one that filmmakers
strongly requested of us and so we happily obliged. The
Multiple Search function, as the name suggests, allows you
to specify a set of conditions and parameters from which to
conduct and narrow your search.

To get the most mileage and use from the JLDB site, we
request that users register themselves. General users can reg-
ister online. If you represent a film commission, submit an
inquiry and we will be happy to get you registered. Once
you’ve logged in as a registered user, you will see the func-
tionality of the site expand.
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Searching by keywords is the most versatile of all the
search functions on the site. Then comes the Search by Cate-
gory function, which takes candidate locations in each of the
regions and breaks them up into 22 categories or items. The
Search by Era function allows you to search for shooting
locations suitable for, say, a period piece from the Meiji or
Taisho eras. And, of course, Search by Region places you in
a specific part of the country, whether Hokkaido in the north
or Kyushu and Okinawa in the south. And finally, you can
submit a query using a combination of all four of the afore-
mentioned search functions as a multiple parameters search.
In this way, the JLDB tries to incorporate and respond to a
host of specific needs to let users zero in on the shooting
location they have in mind.

This is what is displayed after you have entered your
search parameters. While it brings up a lot of detailed infor-
mation, there is no need to jot down any memos. This is
because registered users are given a savable “location
album” that they can go back and refer to at any time. You
can save up to 100 pages of locations you like.

Here is something I particularly wish to introduce to unreg-
istered film commissions in our audience. It is the English
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version of the JLDB, which we have recently launched.
What you see here is the display for entering information in
the location search screen. If you enter Japanese text inside
the box, Japanese text is displayed. But if you enter text in
another box, English is displayed. So for those film commis-
sions who have yet to develop an English version, you can
simply translate the Japanese version or select certain parts
for the English version to complete the two sections.

Now let me turn to another screen that we think everyone
will enjoy using. Let’s say you’ve found a film commission
you want to contact but wish to learn a little more about
them, or need clarification. For that, there is the public
inquiry screen. You need to be registered, however, to make
use of this function. But feel free to make as trivial or
detailed an inquiry as you wish. For example, if you want to
ask specifically when and how you can use a certain loca-
tion, simply type in that inquiry. And then you can choose
from a selection of “send to” options depending on whether
or not you know whom to query. You can even choose to
send your question to the entire film commission body. By
the way, if you select the option labeled, “I don’t know who
to contact regarding this inquiry,” it comes to me. I’ll answer
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it for you.

The JLDB also has a message board to facilitate an
exchange of information among users. This is quite different
from the “public inquiry” that encourages you to ask about
anything. The message board functions like an online chat or
conference based on specific topics called “threads.” Access
information is also logged as reference data, say, if you want
to find out how many people are visiting a certain film com-
mission’s page or viewing its information.

In addition to searches, the site offers interesting special
features and articles found only online, such as journal writ-
ings and musings by on site officials. For example, one
recent column discusses why it is impossible to find a home
in Okinawa to shoot an open view from. The reasons for this
are made evident once you read the article.

Let me spend the remainder of my time further demon-
strating the functions of the database. What you see here is a
display of the Japan Location Database with a real time
Internet connection. One word of caution I’d like to provide
here on operating the site. Many people are accustomed to
hitting the “back™ button on your browser once they’re fin-
ished looking at a page. But this would be a mistake. Instead,
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we advise navigating through the site by clicking on buttons
inside the page screen, such as “Home.” Otherwise, you're
likely to call up the “time is up” or other dialog displays that
may prevent the program from responding appropriately.

This here, again, is the search page. As mentioned earlier,
there are 22 items within the Search by Category function
such as “shrines and temples” for narrowing your search
parameters. The information here is constantly being updat-
ed. It is changing all the time. By the way, the “shrines and
temples” item includes churches, chapels and cemeteries.
This will bring you to a list of locations. By clicking on a
place of interest, you are given a wealth of details.

Here you can see a large “main photograph” of the site
plus photographs of the surrounding area. There are a total of
10 images. These images can, of course, be enlarged and
printed for your in-house use, such as compiling a compara-
tive list of possible shooting locations.

When using the Search by Keywords function, you only
need to enter a single word or a few words, but you can also
use multiple keywords, separating keywords with “and” and
“or.”

By the way, I forgot to mention that I am logged onto the
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site right now, which gives me full use of all its functions.
What’s more, since I am an authorized film commission
member, | can freely edit our own information offerings.

Now let me turn to kind of a behind-the-scenes explanation
of the site for the benefit of all film commission representa-
tives in attendance today. One of the questions I’'m often
asked is “How do I update information?” Well, the easiest
way to do that is to use the Search by Region function. For
example, in my case, I represent the Ehime Film Commis-
sion so I utilize the search function to get to a listing of
thumbnail images of all of the region's postings. I then sim-
ply click on the image for the page I wish to edit and I'm
shown an “edit” button. A list of data entry items appears
which I can then change or replace with new information.
This is for the Japanese edition.

Let me also say that there is no upper limit on the number
of letters or characters you can enter when making “public
inquiries” which I discussed earlier. So feel free to write at
length. Also, just for your reference, if I show you the access
data here, you can see that an overwhelming percentage of
inquiries are about locations in the Kanto region of Japan.

The recently launched English version is one of the fea-
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Many inquiries have been flowing in from American filmm
who express an interest in shooting in Japan.
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PART 2

Presentation : Building an Environment Conducive to Filmmaking in Japan:
The Shooting of "Lost in Translation"

Tetsuji Maezawa: Let me first explain why we decided to
discuss the making of the movie, “Lost in Translation” with
you. First of all, it’s an independent film, by which I mean it
wasn’t produced by a major Hollywood studio such as Para-
mount or Universal Pictures. Instead, it was made by an
independent company in New York.

As you may know, “Lost in Translation” was filmed entire-
ly on location in Tokyo under the direction of Francis Ford
Coppola’s daughter, Sofia Coppola. Most independently
made films don’t get heavy screening in the United States. In
other words, they are not shown in hundreds of theaters
across the country. But this particular film received a lot of
word-of-mouth press and eventually was picked up by the-
aters nationwide, garnering very respectable box office earn-
ings. It became a hit movie without the heavy financial and
publicity backing that works by major film studios receive.
“Lost in Translation” was nominated for Best Picture at the
Academy Awards and won director Sofia Coppola an Oscar
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for Best Original Screenplay.

The movie got rave reviews from U.S. film critics and shot
down the myth that successful American movies cannot be
shot in Japan. When the 1989 movie, “Black Rain” was shot
in Japan, a situation arose where the film crew had to stop
shooting in Japan part way through the production and film
most of the film back in the U.S.. Since then, it had become a
widely held belief among American filmmakers that “you
can’t shoot in Japan.” But that ended with “Lost in Transla-
tion,” which raised hopes that you could shoot a successful
film even in Japan. And we are still feeling its impact today
as numerous inquiries have been flowing in from American
filmmakers who express an interest in shooting in Japan.

So I would like to dedicate this second session to a discus-
sion about just how “Lost in Translation” came to be shot in
Japan and the issues that arose from it. And here to help me
do that are two people who were actually involved in that
process. Kiyoshi Inoue was the line producer for “Lost in
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Inoue: Well, several years prior, I had worked on the film-
ing of the movie, “Mr. Baseball” in Nagoya. And we went
into that project determined not to make the same mistake as
“Black Rain” by bringing down the scale of the shoot. Even

so, there were a host of problems. Because I didn't like to
repeat such nightmares, I asked them beforehand about their
preferred style of shooting. They said they would bring only
a skelton crew of about 10 people, with virtually no assistant.
With “Lost in Translation,” I was told they wanted to shoot
in a documentary style in which real Japanese scenes would
involve real or realistic people. So I saw that as very possible
since they weren’t going to try and employ a typical Holly-
wood style of shooting here. The idea of trying to capture
real images and glimpses of Japan in a small scale, guerilla-
like style struck me as quite possible. And that was our start-
ing point.

Maezawa: The standard process for making a movie is you
have a screenplay; you assemble a staff; you look for places
to film it in, make your selections and then go shoot it with
everything in place. But I hear that Sofia Coppola hadn’t
written a scenario for the project.
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Inoue: That’s a misunderstanding. Of course, she’d written it.
Maezawa: But there were content changes then I presume.

Inoue: Well, since she was aiming for a documentary style,
we simply kept the camera rolling.

Takuro Ishizaka: If I may chime in, we had a script to
work with but simply reading that wasn’t enough to fully
understand what direction the film would take. We had to
factor in things like Bill Murray’s performance and how
things would actually take shape on the set, or shooting site.

Inoue: The storyline was tightly in place and the script, of
course, included all the actors’ lines and an explanation of
each situation. But inside those parameters, there’s plenty of
room for flexibility. On questions of how much to should
shoot or when to cut as situations or feelings toward a scene
change, we tried to provide whatever length of time was
needed for Sofia Coppola to work with principals Bill Mur-
ray and Scarlett Johansson until she was confident that she
could get the take she wanted. In that sense, the method of
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we would get permission to shoot street and city footage

with a handheld camera and no tripod, with a quick walk-by
by one of the actors. It’s not uncommon to apply for those
kinds of permissions and then in reality stretch the interpreta-
tion a bit and wind up with kind of a large-scale shoot. And
local police will ordinarily give you the benefit of the doubt.

Maezawa: So you apply for a type of basic permission and
then have no choice but to build off of that because there
really is no solid permissions framework in place. Was it
ever scary, then, when shooting on location?

Ishizaka: Not at all. I didn’t have much experience shooting
a movie in Tokyo so I just did what I was told (laughs). But
what was distinctive about this movie was we didn’t use any
lighting — not even for night shoots. For the Shibuya crossing
scene, we filmed it with a crew no larger than the television
crews you often seen there. If you don’t have lighting to deal
with, it completely brings down the scale of the shoot.

Inoue: Essentially, permissions are granted based primarily
on a judgment of whether or not the shot presents any real

1 1 8 Bunka-Cho Film Week 2006

danger. We were very careful about that. We won’t do a
shoot until we’ve created a safe environment for it.

Maezawa: You shot in many parts of Tokyo, including
inside a Bullet Train. Did you receive permission for that?

Inoue: Of course. We got permission and paid for it, too.

Maezawa: Did anyone ever call in and complain to the
police while you were shooting on location?

Ishizaka: Not to the police. But when we were shooting a
scene involving running along a street in Nakameguro, a bot-
tle that Bill Murray threw accidentally hit and broke a bill-
board. But that was our fault so we, of course, went and
apologized.

Maezawa: Since “Lost in Translation,” many American
film crews have come to Japan. Last year, for example, when
the movie “The Fast and the Furious: Tokyo Drift” was shot,
the crew insisted that it had to be filmed in Tokyo. But since
filming car chase scenes through Tokyo would not be possi-
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ble, those had to be shot in America. But they say that the
producer in charge of that ended up having to spend some
time in custody for it. Did you have any instances like that
with your shoot?

Inoue: No, we didn’t. We were filming a very different
kind of movie from “Tokyo Drift.” Ours was an intimate
human drama piece. So when we went to various parts of
Tokyo to shoot, it was under the stylistic theme of filming a
documentary. When you have to go in and create a set on a
city street, you're dealing with a very different type of pro-
duction in scale and cost.

Maezawa: Last spring, I visited four major studios in Hol-
lywood and met with film production heads there who told
me that after seeing your movie, many filmmakers have
begun expressing an interest in shooting in Japan. And we’ve
actually had a lot of people come search for locations under
the assumption that, like yourselves, they can get the neces-
sary permissions and that it’s possible to film a movie in
Japan.
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When we were shooting a scene, a bottole that Bill Murray threw

accidentary hit and broke a billboard.
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Takuro Ishizaka

Inoue: Yes, we did get the necessary permissions... mostly
(laughs). 1 think with a picture of that size and that theme
and that philosophy to shooting it, you should have no prob-
lem. Even so, even on a picture like this there was a time
when the production department nearly abandoned a loca-
tion.

Maezawa: What was the cause of that?

Ishizaka: A problem with the amount of time we had on
location. In America, if you’re shooting in a restaurant, for
example, you rent it for an entire day so there really is no
specific finishing time. If you go over schedule, you just end
up paying more. We couldn’t do that here.

Inoue: The days before that incident, a lot of changes were
taking place, which upset the overall shoot schedule. So first
we had people waiting around and then we also ran into
some bad weather that forced us to cancel the shoot. So the
production department was feeling some frustration. On the
day of this particular restaurant shoot, we only had the place
until 5 o’clock. But when 5 o’ clock came along, we weren’t
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Kiyoshi Inoue

finished and couldn’t just break it off. Friction mounted
between production and restaurant management until eventu-
ally the restaurant people just switched off all the power.
Even so, we managed to get our final cut in using a hand-
held light.

Afterwards, we called the director and producer and had
them apologize to the restaurant owner, which quelled the
situation. The Japanese crew later held a meeting where they
agreed they couldn’t work like this. It was attended by Sofia,
the cinematographer and the American producer as well.

Later the producer, Ross Katz, was pretty upset about it.
He took me aside saying that here he was an Academy
Award nominated producer and he’d never been taken to
task like this in front of the staff before.

But we clarified a lot of things at that meeting. Shoots do
go over schedule in Japan but in Japanese style of shooting,
there usually is less allowance in the schedule than the US
crew might expect. So that had to be redressed and under-
stood or else we couldn’t continue. The American production
side agreed, everybody signed off on it with an “ippon-jime”
(a rousing group clapping of hands) and we continued the
shoot. It did leave kind of an unpleasant feeling between us,
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though.
Maezawa: An unpleasant feeling?

Inoue: An unpleasantness in terms of how much the local
production side could share the director’s passion for the
work, or the passion coming from the creative staff making
the film. If the creative side is able to effectively communi-
cate their ideas and feelings about the project to the produc-
tion side, I think that also then gets communicated to the
local community, the residents and the film commissions that
want to bring film projects to their regions, which is our
main theme today. This will go a long way in ensuring that
there aren’t huge differences in degree of enthusiasm for a
project among the various participants. I think the intimate
nature of the project enabled us all to accomplish what we
did, but if you’re working on a huge project and you find
people’s attitudes toward it drifting apart, then I think Japan
will remain a difficult place in which to make a film.

Maezawa: Mr. Ishizaka, you’ve worked primarily in the
United States and say you aren’t too familiar with how
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ourselves from laughing.
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gone home a little bit disgruntled with the kinds of con-
straints or restrictions they experienced in Japan.

Maezawa: But nobody’s told you that, specifically?

Inoue: No. But we all felt it was a very hard shoot. Sofia
was exhausted afterwards and wasn’t able to visit the staff
right away. When we held our completion party, she wasn’t
able to attend.

Sofia has had a wardrobe store in Japan and comes here
often. That hotel we filmed in is one of her favorites to stay
in and she’s a real fan of Japanese pop culture. In some
ways, she’s kind of a poster girl for counter culture and I
think she wanted to express in this movie her feelings toward
Japan. She’s much more hooked into the backstreet Harajuku
network than any of us are, and has many friends. They were
all very excited and supportive of her coming and so she
wanted, first, to go show her appreciation to them once the
film was finished. So she was probably too exhausted to
return to party with the crew. But what that tells me is that if
she was more satisfied with what she was able to do here,
she would’ve come back to see us.
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Maezawa: Yes, and there’s the sheer exhaustion of having
done everything possible to put on film all the images she
must have carried around with her for so long. In terms of
direction, were there many last minute changes?

Ishizaka: Well, the script and the schedule is all there in
black and white and that’s what we took. But in the process
of giving that external expression, there’s a lot of give and
take and experimentation you do with the performers. In the
comical scenes, the staff had all they could do to contain
themselves from laughing when they were trying out and
shooting various versions.

Inoue: A lot of the schedule changes came about not from
weather but because Sofia really went to great lengths to
communicate with the actors. She wanted to make sure they
had sufficient time to reach the level of understanding for
and confidence with their roles so they could give their best
performance. So as people responsible for organizing and
adjusting the schedule, one of our biggest challenges was
how well we could respond to that and get behind her and
her feelings for shooting this like a documentary. And as |












BiE HAOBASRZFEIA NNV ETITOSTVETA, 7
AV ATIET A VR T 4,

Bl ZRSTZT AV AIDOFCIEL - LB, LwIHEN
HEEALTT2S [Dhdbtiks] [Zhidzy xTbIhis ]
LWV, ZHIINOLRZEDLLRVEALENDH S L) N
BHbE)BEBPLET,

LAR= 2= —27 Tk, REVA Y FARYF ¥ MLHE
DEFFELEDDHVET L., WHOILEIDH > TEI SR
MZRFCHMVZLTWAH EBRVET,

HE HATLHETEWHAOLTIL25L91%-TET
WEFA, HEEETE TR, SHOFEE [BA b - A4
Yo FIVAV=Ya Y] CRS72ZETE DY IEA &
NPHLHVHALRBENE T, WAALT —AWH B
V) LEIT, ETETHIENZLTEOR, L) L
HADHIERIFRE I B HFF ST 25T 12,

HE NCZAZICHLIERZVERCES, HEIZaIa
=r—=varyRENZFLoN) ENDHh, TT. izl

support over there makes it easier to get approvals. I think
Mr. Ishizaka would agree.

Ishizaka: Well, since I live in a town that is essentially built
on making movies, I would definitively agree. Of course,
there are places you simply aren’t allowed to film in but the
divisions are quite clear between where you can and where
you can’t shoot. And not too many people feel compelled to
force the issue, either. So it’s pretty easy going for produc-
tion staff there.

Yoshikawa: And there are differences between major
cities. I think in Japan, too, people in the countryside are
generally more amenable to filming than people in urban
areas. But film commissions themselves are at times col-
leagues and at other times competitive rivals. When a film
production team looks at several towns as possible candi-
dates, then of course, they become rivals.

Maezawa: Well, I'm not sure film commissions in Japan
have gotten to the level of being rivals. But you’re saying
they are in the United States?
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Yoshikawa: Yes, which is why perhaps film commissions
in America are more accommodating. I don’t mean that as a
sleight to their Japanese counterparts but they try very hard
not to say “no.” They might refuse a request but then aggres-
sively offer an alternative. “That we can’t do but how about
this?” Or “Yes, and we can do that, too!” L.A. and New
York are quite accustomed to independent filmmaking so
there is quite a well-functioning infrastructure of film com-
missions in place.

Maezawa: Rural parts of Japan have grown more willing to
cooperate with filmmakers recently but the problem is the
urban areas. With more film crews wanting to come here and
a greater variety of projects, you're saying that success
hinges on to what extent people involved in film production
here in Japan can respond appropriately.

Inoue: Well, it’s not as hard as it may sound. The key really
is in communication. You have to be willing to say things
you sometimes don’t want to say. You have to ask questions
and elicit things that your counterparts may not have verbal-
ized. You have to be on the same page, so to speak, and go
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The key is in communication. You have to be willing to say things

you sometimes don't want to say.

HLE E

Kiyoshi Inoue

even if contact is made from abroad, the film commissions
don’t have the human resources capable of directly handling
and coordinating those talks.

Inoue: Again, it’s the language barrier.

Ishizaka: And although there are an increasing number of
production companies with this kind of experience, most
have done television commercials. Taking on a movie shoots
is considerably different.

Maezawa: You hear a lot these days about aspiring Japan-
ese filmmakers who study in the States and return home to
no work. Wouldn’t these people constitute a great resource
for joint film projects across borders?

Ishizaka: Well, I think they probably have the language
skills and have learned about filmmaking but I don’t think
they would yet understand the kind of subtle differences that
can arise.

Maezawa: You mean because they haven’t worked long
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enough in the field.

Inoue: I would welcome people in the work force who have
talent even without experience in the industry. If they are
competent and have good common sense, they’ll learn the
technical stuff.

Maezawa: In our audience today is Mr. Kondo who was a
casting director for this movie. He was asked to assemble
Japanese actors, which seems like a tough job. Was it?

Inoue: It was exceedingly tough because he was asked to
cast people who weren’t bona fide actors.

Ryoichi Kondo: Hello, I'm Ryoichi Kondo. I was in
charge of casting. I have one anecdote I guess I'd like to
share that might illustrate the difference between American
and Japanese filmmaking.

Sofia and the American casting staff went searching for
extras in Harajuku. Since they didn’t speak Japanese, they
prepared a card which on the front read: “I want you to
appear in my movie.” And on the back it said, “Write down
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your name and telephone number.” They went out one morn-
ing and came back that evening very upset, complaining “we
tried as hard as we could to explain to them that we want
them in a movie and not one person agreed to it. If this were
New York, we’d have tons of people by now.”

In New York, you often have hundreds of extras filling in
the background and doing it for free. In Japan, you can ask
film commissions to go out and assemble volunteer extras as
well. But what surprised me is that volunteers (in New York)
are allowed to take off a day’s work to appear in the film.
Not everyone but for many, it is treated as going into work.
Sofia said that in New York, people actively want to appear
in films out of a volunteer spirit and she lamented the fact
that in Japan, she couldn’t get anyone to come aboard with
those same kinds of feelings. Everyone wanted to be paid.

Maezawa: Probably because she was asking people right
off of the street.

Kondo: It’s different in the country. People are much more
mercenary in major cities like Tokyo or Osaka. That’s just
the sad truth. But New York is a completely different story.
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Yoshikawa: That’s what I meant when I mentioned public
support. I imagine there are a lot of film fans there. New
York and Tokyo, I guess, are very different in that regard.

Kondo: Yes, I think Sofia’s frustration stemmed from this
Japanese-American difference. At first, she was bent on
sticking with an American volunteer style. But that wasn’t
giving them the results she wanted. In a case like this, I think
the Japan side has to be able to clearly and thoroughly
explain the situation, get the foreign staff to understand the
social and cultural conditions here and convince them to
adjust to the environment as best as possible. If you don’t
handle things like this early on, you’ll inevitably run into
trouble when you start shooting.

Maezawa: Are there any questions from the floor?

Participant: For relatively small size projects like this, I
imagine that the budget is established from the outset. But
should you go over budget due to the direction or the weath-
er, is it written in the contract who should bear the responsi-
bility?
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Inoue: Well; it’s clear from the beginning that once the

money runs out, so does the filming. If more filming is
required even after that, then things get deferred to the finan-
cial officer and we wait for an approval. If we don’t get
approval, we have to look for new ways to get the desired
results. But in short, we don’t allow ourselves to go over
budget.

Maezawa: We’re almost out of time. Anything left unsaid?
Inoue: I'd just like to ask everyone to keep working at
building an environment where we can all come away from
having collaborated with filmmakers overseas saying, “I'm
really glad I did that!”

Maezawa: By the way, how is your English, Mr. Inoue?

Inoue: Survival level, I'm afraid. It’s poor. What I lack in
technical skill, I try to make up for with passion.

Maezawa: It must make a big difference when someone
who works abroad comes to help out.
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Inoue & Ishizaka: Definitely.

Ishizaka: The thing is if you can speak both languages, you
get opinions from both sides. I truly experienced the feeling
of being caught in the middle.

Maezawa: In the case of movies, an interpreter without any
knowledge of filmmaking won’t work, will it?

Inoue: No, I'd disagree. As I said earlier, someone with a
good social grasp of things can always ask about anything
technical he or she doesn’t understand. If he or she takes a
strong logical approach, that should be fine. That’s my per-
sonal view.

Maezawa: Mature adults with social skills and rational
common sense is what we’re looking for, then. I think we
can close with that. Thank you very much.
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PART 3

Discussion : Film Commissions Contribute to Communities.

Tetsuji Maezawa: Welcome to the third discussion session
entitled “Film Commissions Contribute to Communities.”

Although it’s often treated in the media that film commis-
sions provide filmmakers with special services having to do
with finding shooting locations in their areas of jurisdiction,
that is not all they provide. Film commissions, or FCs, are
local organizations charged with conducting a variety of
regional promotion and development activities. For the past
six years that they’ve been in existence, FCs have taken on a
number of efforts. Right now, we would like to examine
those efforts under three themes. We invite all of you to
share in what we hope will be a constructive discussion and
exchange of views.

The first theme is entitled “Fostering Local Human
Resources in Visual Media,” where we would like to estab-
lish the role of the FC. To lead us in this theme, we have
with us Mr. Takayuki Okada of the Waseda University
Honjo Project Development Office.

"Fostering Local Human Resources
in Visual Media"

Takayuki Okada: Good afternoon, ladies and gentlemen. If
I could direct your attention to the map displayed here, the
city of Honjo is situated at the northern entrance to Saitama
Prefecture. The Honjo campus of Waseda University houses
the Graduate School of Global Information and Telecommu-
nication Studies (GITS), where roughly 60 percent of the
students are from countries outside of Japan.

On campus we have the Waseda University Multimedia
Science and Arts Center where we conduct post-production
activities from green screen filming in the studio and film
and sound editing to digital filmmaking and film screenings.

Digital cinema is one of our main efforts. Next year in
April, we will launch a new graduate department with an
environmental focus. Since film produces toxic fluids and in
consideration of the plant and wildlife we value so highly on
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campus, we plan to make a gradual shift to greener, digital
technologies.

We have installed the most advanced equipment for film
and television such as composite editing equipment and over
the past five years have made 40 movies and 10 television
programs. We network with Toho Studios in Tokyo’s Kinuta
region where footage can be filmed and immediately sent to
Waseda for composite editing and returned. This creates an
environment where the on site director and staff can continue
to work without leaving the filming location. It is a network
that we would like to expand upon in the future.

This setup enables graduate students a chance to receive
hands-on training from professionals. And it affords them a
chance to also collaborate with various local private compa-
nies in drawing up project plans and other activities. Current-
ly, students and citizens of Honjo are working together on a
film project where the role of the university includes coming
up with production funding. We don’t use student admission
fees for this. It all comes on a project-by-project basis from
private companies.

About 25 people made up of instructors, students and local
citizens have formed a film production committee to discuss
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and deliberate over the selection and production of screen-
plays submitted by students. Once a project is given the go
sign, the process of deciding the casting and when it will be
shot takes place. In post-production, we use the aforemen-
tioned multimedia science and arts center on campus. All
finished works are then given a graduate school presentation
as well as a public showing. And with the help of Professor
Kohei Ando of the Research Institute for Media Contents
Production at Waseda, an effort is made to actively get the
work submitted at film festivals.

Maezawa: Sounds like an amazingly coherent system.

Okada: In 2004, we made the short feature, “Turtle.” The
director who is with us today, Nozomi Kataoka, graduated
last March. She was among the first class of film students we
had. She also had a role in producing the film, “Yokohama
Mary” which won an Excellent Prize of the Bunka-Cho Film
Awards given by Agency for Cultural Affairs. She made that
film with friends she made when she was a student at the
Beijing Film Academy in China.

The film “Turtle” was all shot from the view of a turtle
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money spent on it worth it. It wouldn’t do us any good either
to see her buried in Honjo so we have what we call the
“salmon project” where we encourage students to move on to
the national or global stage with the ultimate hope that they
will succeed and return someday to Honjo to help foster new
talent. So yes, we do want them to have roots in the commu-
nity, and I think we’re succeeding in establishing those.

Maezawa: This kind of environment has all come fairly
recently. There have been film schools in this country for
many years, all basically forwarding the philosophy that
you’ve got to nurture yourself. But with a solid system like
yours in place, I can see a lot of different types of people get-
ting involved and learning.

Okada: About five years ago, I was talking to Mr.
Kobayashi of the Shinshu Ueda Film Commission at this
very venue, and he told me that they get about 50 shoots a
year. I wonder if that has changed at all.

Kobayashi, Shinshu Ueda Film Commission: It’s about
twice that now. About 100.
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Okada: So five years ago, after we heard it was about 50
projects a year, we Honjo representatives came home with
slumped shoulders. We were only getting about 10 projects.
That’s when we thought that even if film shoots were scarce,
maybe we could do something unique here — build some-
thing that was one-of-a-kind. And the idea we came up with
was to make this a community where people could come and
do post-production facility; where they could make an entire
movie from start to finish.

Maezawa: Among us today is a person who is an Atsugi
Film Commission member as well as a Tokyo Polytechnic
University instructor. So he’s a teacher, runs a FC and helps
students make movies. Let’s find out how he does this. Mr.
Yajima?

Yajima, Atsugi Film Commission Council: Yes, thank
you. I've come here today as part of the Atsugi Film Commis-
sion but I also teach film at Tokyo Polytechnic University.

I got involved in the autumn of 2000 when we received a
request to film in Japan from some students from the Univer-
sity of Southern California. From the outset, they planned to






YTT, ZOhbh, oA ANLBRa Yy F X MICHET
HZORHMBEVS EHCLTVET,

MZE KRS0 77u—FTlREEL, 7404833y
TarvhOEAEELTWAEEWIFITTA, BEIZHS
LRI EAVETFRET L. HILVWRERDD Y. Thas
AT Ewy Z irTiIES LwTdd, RED T
boleWFI? FIVEHERLILAL, B YVa
TNT =2 S ADOHIEZ RIS Z T AN T E T4, B
BIERDS S B AT H?

BO RE74vh - aIvyary) ChEBR»586
Fo5725DTT, 20024E ICMBHDFC % VL H LIF 7= FB4EIT,
R H DWEHMERE T 2T VT — Y OFES AN D,
HEDEGR THRENEZIY) 20 EWIFTEBH Y F L. #
DEEDFAEN [MEIAT EHUCLTHHR5 K] L&
FHITHLEYZLTLZE 59T HEZHMIH W,
REREZID Wb o LevET,

AE FEZHBEIHRAZY)LEECAN?

EVDHBED SN,

that won't cost them too much.

B (HAEFC)
Watanabe (Nasu FC)

freely use in a non-profit capacity. All filming approvals are
handled by our film commission to enable a smooth shoot.
And since we’re accumulating short-length works, we can
for regional PR purposes screen them on large displays in
Kobe’s commercial districts or outside of stations that are
under city jurisdiction as well as make use of them in public
events for film fans.

Maezawa: So it’s a give-and-take relationship rather than
simply giving money to poor, aspiring filmmakers.

Tanaka: Exactly. Without that, there’s no incentive for the
community to get involved. Of course we support many uni-
versity students as well but theirs are strictly individual proj-
ects. If we are going to use tax money, there has to be a system
where it is returned to the community otherwise it’s very diffi-
cult to justify an annual public budget. It has to be something
that anyone would sanction. In exchange, however, the people
who made the films are allowed to enter them in contests.

Maezawa: This is an example of a film commission, rather
than a university, getting deeply involved with cultivating

1 38 Bunka-Cho Film Week 2006

LANKRAZDPITICAETEZ 8.

Requests are for places they can stay

BB B ZPTTICAHEEMD LY Z, £
MRAZ WTT, RIZVBHADOHOBEIKE VLS TT,
PRI S W EPFAHDO LI F =T A% LD
DNEFTDOT, TH)WVIHLIAEFRLTVET, 74 VA3
Iv ¥ a YOBRLTW B L I vwiz22nT, R
EibE TV nn3s2EbdH0ET,

ME PAERTSF2T72HBWICEKELTWABFCIZIEH,
CHHETH? MWMEOKH. £

Mg (G741 V233 yvay) MEFCONBETT, 4
M4, 5tFEa vy 24 Y FZBFREEVELTVWES, ar
FELDOED, TRAFOANI A 2B U CTHEED L+ —F 4
Yav, Ay 7O5E EERER EBOENLREL LTy
¥9, FCZMLT, 33 2=5 4 —LfRESLsTW
IRERVWEEZTVWET,

Mg A—F1varyTcETCEMOBEMTTHAEZLTY
72723 T BRIV TT

filmmakers. People will naturally grow attached to some-
thing they shot themselves, make many new discoveries
along the way, and have the pride and satisfaction of seeing
their work get public exposure. Do we have a representative
from Nasu? I was looking at the flier and noticed that Nasu
was actively involved in productions by a school called
“Tokyo Visual Arts.” Is there someone here who can tell us
about that?

Watanabe, Nasu Film Commission: Yes, this is some-
thing that kind of started accidentally. In 2003, the year after
we launched the Nasu Film Commission, students from the
film school, Tokyo Visual Arts, came to us about shooting
countryside scenery for their graduation project. Well, they
apparently went back and told other students that they would
get kind treatment in Nasu and now every year about two
groups come shoot their graduation projects there.

Maezawa: What do the students ask for? Do they ever get
too dependent on your kindness?

Watanabe: A lot of the requests are for places they can stay
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and work out of during their shoot that won’t cost them too
much. Expenses are a major concern for them, obviously.
But Nasu has many affordable inns and so called “seminar
houses” for students. So we make the arrangements for them.
There are inns and guesthouses that have relations with the
film commission and so we receive their cooperation as well.
Sometimes, the students get to stay in a place with a hot
springs bath.

Maezawa: Are there any other film commissions present
that actively support students or amateurs? Yes, from Fukuo-
ka, please.

Naitoh, Fukuoka Film Commission: I am Naitoh from
the Fukuoka Film Commission. We assist with about 4 or 5
such cases each year. We provide location-finding services,
conduct local auditions through city mail magazines, put out
calls for staff and publicize screenings of finished works.
Our aim, of course, is to use the film commission to help
filmmakers build ties to the community.

Maezawa: Auditions and screening announcements. That’s
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quite impressive.

Okada: One of the reasons Waseda University built a film
school in Honjo, aside from the “salmon project” I men-
tioned earlier, is what we call “regional vitalization.” If the
local township or community isn’t thriving, then the univer-
sity will wither. So we have a catchphrase, “Community
building university” where students take walks in the city
with citizens. Honjo used to be a silkworm-raising region in
the past and so there are many beautiful storehouses and
large homes that are unoccupied. We have students do walk-
ing tours of the city in the hope that they may have some
good ideas about how to utilize these assets. And it energizes
the city to have lots of young people walking around.

Maezawa: Well, I can see there are a wide variety of things
people are trying to expand human networks through the
FCs. The mixture of student and amateur-made films seems
to be effective in raising the community up from a grassroots
level.

Okada: In addition to the works we presented earlier, we
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The rest were local extras.

LT

Hidekazu Uehara

made two more films last year. The film student who direct-
ed one of them, a short film, was able to work on “Bushi no
Ichibun (Love and Honor)” as an assistant director. With
regard to the other one, a full-length feature film, we are
working to have it released to the general public.

Maezawa: So human resources are being fostered, I see.
And I look forward to more of this in the future. But now, let
us conclude this first topic and move on to our second theme.
Mr. Okada, thank you very much.

“Promoting Film Culture
Awareness in Local Communities”

Maezawa: Our second discussion theme is “Promoting
Film Culture Awareness in Local Communities” where we
will take up the subject of extras and location maps. For that,
we have invited the producer of the film “Yoru no Pikunikku
(Night Time Picnic),” Hidekazu Uehara. First, take a look at
a preview for the film.

(Preview for “Yoru no Pikunikku)
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Maezawa: You get a sense from this preview that this film
used the largest number of extras since the inauguration of
the film commission system in 2000.

Hidekazu Uehara: Well, it’s actually not a huge number of
extras but it was a long shooting schedule that involved a dif-
ferent kind of use for extras. For example, it wasn’t one of
those films that called for thousands of extras to fill a base-
ball stadium.

Maezawa: Now this “picnic at night” is an annual ritual at
an actual high school in Mito City, is that right?

Uehara: Yes, it takes place each year in October and is
basically a 70 to 80 kilometer walk that starts one morning
and ends the next morning with everyone arriving at school.

Maezawa: And this movie was made with the cooperation
of Ibaraki Prefecture’s film commission. Since people walk
all night, I assume there was a fair share of night shoots. You
filmed this last year?






BLBMLT—2 ¥ ay 7 CTHEIEEITVE L,

ZOEPERPOEKLIIFANSEERAY v 72 R— |
LT NBERT VT ATAY v 7, TFXF AT 2% KR
LT B EFEFREA LV EIFE L7, BREAZEo T
Te2nizolERAETEE L. REEPHAANTT, %2
FIEREDLMTTH D, M L2 F A b T 8 HIAER
HETT, BAEDZFA NIRRT ORDLHY T L

Wit T4V ATI VY a YT o DIZHAMRITEO AT
Ty EIANEREDTEIIRY HTF 20 L) ORHIERHES
ABITOE Lize 7272, ZORDDRAT v 7V —2 & HET
L2EOWMINILE L7
KAIDA—T4 a3 /TRIDTIAPETYVE L
B ZOBRIEHFLE Lzh,

B RBLOOF—FT4 T3 ry0rXERAFI 200
Bk h e, v BERTT D

LR FROD L NIBANEDLATT. 100N, 150 AiZ§
CIEFTDLATITIFE, HBH200AEDSH72DI2IZ7T00AL 5

exra-registration system.
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Tetsuji Maezawa

from the film’s production team walked around to about 46
schools talking to all the principals. We got a very receptive
response since it is a local story celebrating youth. We said it
might provide a good educational experience for the kids.

Maezawa: Was there any concern on the part of schools
that the kids might injure themselves during these night walk
shoots?

Kikuchi: We did encounter some concerns. The production
company had purchased accident insurance but a lot of the
worry centered around getting to the assembly points more
than the actual shooting of the film. We had to return on sev-
eral occasions to explain the logistics.

Uehara: We presented the schools with three conditions we
would guarantee for extras appearing in the film.

1. Accident and injury insurance, fatal accidents — 90 mil-
lion yen, hospitalization coverage — 30,000 yen per day, out-
patient treatment — 15,000 yen per day. Door to door cover-
age from the moment students left home, assembled at the
shooting site, dispersed at the end of each shoot and arrived
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home (with the exception of any accidents arising from stu-
dents who don’t return home immediately afterwards). (This
is the standard coverage necessary against the chance of
injury).
2. Written consent from the person or guardian in the case of
minors to participate in the film as an extra.
3. Blocking off of traffic at the shooting locations to the
greatest extent possible (to prevent possible accidents).
This is what we the production side presented to the

schools, and they regarded it as appropriate.

Maezawa: So did people assemble smoothly?

Uehara: There were several obstacles to that process we
had to deal with so I wouldn’t exactly call it “smooth.” Since
we were dealing with lots of classmates, we first had to try
and limit the number of people that could be present to pre-
vent an uncertain number of people showing up occationally
to get a glimpse of actors and so forth. Also, many would
have to do a little bit of acting and we would need them to be
available on a regular basis. So we conducted an interview of
anyone who wished to be part of the main corps of class-
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mates in the film and then the director held an acting work-
shop for the ones we chose.

In addition to that, we set up a task force to support our
people from Tokyo who were coming to work only with the
extras. And that task force included local volunteers. We did-
n’t use high school students for that but instead university
students or working adults. They were there to help assemble
and coordinate the extras but 80 percent of the extras who
appeared in the film were actual high school students. We
also had teacher extras and parent extras.

Kikuchi: Our film commission made announcements and
put out the call. How they would be assembled and delegated
we left up to the production company. But we did cooperate
in finding a multipurpose room for that purpose. We had a
huge number of people show up for the first audition. The
work got harder from there.

Maezawa: So you're saying you could enjoy the first audi-
tion because of the strong turnout?

Uehara: The people who come first are usually the most

RSHBREZ PV InH/=25F < SLEIICIE.

When | started making movies 25 years ago,

ERTHSH-5T, 20%. NOHCHE2WHEI 2 -V T 2%
HA FRETH ST, ZOZEOEEHICL L) ETETY
IeA—=7v -y FOREEZLFE L7, $2MIZ11HTHIC
HocH & OMEEFEOfEGZ LT, arbz s &n)
2R T, FITMERFETT . EBFERIEA -V LE
ETTo Bro b KETTH, AR CTHIzoTuE T,

g ERICIEEREhOMEIZE LS F 2 b5 TiE%RL
T, TRAZNDYF 22—y g VIR LAZRBIER LTI
BOBRVWOTHELWTT A,

ER 3w, BFEOABZLE2EDLZDIIRETT, EBE
2000 A\DBESFEHANTDH, L 2F [HoKr=vy 2] TR
BEMTICRZZWEVITEFEADT, PR YREINL
LIl T,

g WhTouriihzi, HophshdFoE LS
TLiYh [BOEr=v 7] UMNOERTH, ANZ2HED
HIETEHEINRBIHY T LA

FCBATEN D=,

there wasn't any FC at all.

LA

Hidekazu Uehara

interested. You can quickly get 100 to 150 people. To assem-
ble 200 people a day for a shoot, however, you need to have
a list of about 700 people. Building that out is a real chore.

Maezawa: Japanese film commissions have worked hard to
establish an extras registration system. According to the
results of a survey held each April, 50 FCs have an extras
registration system in place, with four of them registering
over 2,000 extras, and seven of them having registered
between 1,000 and 2,000. This is a system unique to Japan. In
other countries, agencies handle that work and charge for it.

There are also FCs that have created a “location map.”
This not only draws attention to the FC’s activities outside of
their region but gives people in the region a good idea of
what films where shot where, thereby potentially mobilizing
people who may not have known about it. I would like to
hear about that mechanism from an FC that was actually able
to assemble a large number of extras. Mr. Higashino, you
have over 1,000 people registered in Osaka. What have been
the results of making a location map? Has it increased the
number of registered extras and people offering their facili-
ties as potential shooting locations?
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Originally, I'm a movie promoter who happened to shoot films.

FTHE

Yuji Nakae

Higashino, Osaka Film Council: Under a theme “Partner-
ing with Local Citizens,” we have been running a program
that includes a student film competition, creation of a loca-
tion map, holding of a location photo contest and film
screening events. The location map has so far proven to be
the biggest hit. We printed up 70,000 copies and distributed
them around 200 train stations with the cooperation of JR
West Japan. Although one of the objectives was to get peo-
ple interested in visiting various sites that had been used in
movie shoots, the maps also made people aware of the film
commission and its activities, such as our “voluntary extras
call” which did raise the number of registrants into the sever-
al hundreds. And this number is currently increasing.

Maezawa: How did you increase registered extras in Saita-
ma Prefecture?

Fukuda, Saitama Location Service: We launched our
registration system in March complete with a press release
that was printed in nearly every prefectural newspaper. In
July, we had a three-page spread about movies and films
printed in the prefecture’s news bulletin where we put out a
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call for extras. Right now we have about 2,800 people regis-

tered and that’s proven to be quite a large database to man-
age. This year, we had approximately 500 people take part in
seven film projects. But we felt that we needed to provide
more opportunities so we organized what we called an
“extras tour.” For the first tour, we invited people to watch
film entries in a film festival that took place in July, and then
took them on a guided tour of the Kawaguchi City Visual
Museum, concluding with a visit to an open set on a vacant
lot nearby. For the second tour, we had participants view the
works of a film director who hails from Saitama and then
went around to various shooting locations. We hold three
such events a year, and we notify participants by mail and
email. It’s a lot of work but it really brings out people in
large numbers.

Maezawa: 1 imagine it can be pretty difficult since it’s not
simply a matter of providing any extras for a movie; you’ve
got to try and select people who best fit a particular situation.

Uehara: Yes, assembling specific types of people is not an
easy task. Even if you have 2,000 people registered, in the
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case of “Yoru no Pikunikku,” we could only use people who
looked 18 years old or younger, so that restricted our choices.

Maezawa: You definitely need local cooperation when
you’re shooting on location but have you had other difficul-
ties gathering extras as you did with “Yoru no Pikunikku™?

Uehara: For any movie, finding good shooting locations
and extras are simply part of the process. It’s a lot of work
but it’s a given. And finding extras is always difficult, not so
much financially, but as was alluded to earlier, Japanese are
relatively shy about appearing as extras even if they have an
interest in movies. There’s a tendency for them to go only if
a friend is taking part. It’s quite rare for someone to look at a
flier calling for extras and go apply on his or her own initia-
tive. So you need kind of an organized approach and film
commission activities make that easier.

Maezawa: Was it in Fukuoka where there are even dogs
registered as extras?

Representative, Fukuoka Film Commission: Yes.
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Actually, we have 2,000 people signed up through our mail

magazine. But not everyone is specifically interested in
being extras. So even when only a few extras are needed, it
can be a challenge fulfilling the request.

Maezawa: Email gives you the power to send out the word
instantaneously so I imagine that makes part of the process
easier. Is there any specific function you hope film commis-
sions will be able to fulfill in the future?

Uehara: Well, when I started making movies 25 years ago,
there wasn’t any film commission. So me and my staff had
to go out and look for locations and undertake the negotia-
tions by ourselves. When I saw in the newspaper that film
commissions would be established in Japan, I viewed it as a
watershed event for filmmakers. And I thought that it
must’ve taken a lot of hard work to set it all up. So more so
than what I expect of them in the future, I'm just extremely
happy that they exist.

As a matter of fact, I would worry that people aren’t yet
fully aware of just how to make use of film commissions.
Producers still don’t know how much of their work they can
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request of film commissions. I think it’ll take some time
before film commissions get a good handle on what kinds of
things filmmakers require and what are the best ways to sat-
isfy those needs. So there’s certainly a gradual mutual learn-
ing process ahead of us.

Maezawa: I think that’s a very good thought with which to
conclude this second theme. Thank you very much.

“Outlook for Local Screenings and
Film Festivals”

Maezawa: Our third discussion theme has to do with local
screenings and film festivals. Despite the fact that the main
function of film commissions is to cooperate in the produc-
tion of movies, it doesn’t end there. Film commissions also
undertake the work of getting the completed films locally
screened and bringing movies closer to the general public.
To address this subject, we have invited film director, Yuji
Nakae, to join us today. In addition to directing films shot in
Okinawa, Mr. Nakae has also been active in getting films
screened in various places. He directed a wonderful, Oki-
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nawa-based film called “Nabbie’s Love,” even though he
comes from the mainland of Honshu.

Yuji Nakae: I was born in Kyoto but went to Ryukyu Uni-
versity in Okinawa and have remained in Okinawa making
movies ever since.

Maezawa: You started with trying to get movies shown
locally before moving on to planning, directing and produc-
ing films yourself.

Nakae: That is correct. People often ask me why a movie
director would make the time to work on film screenings and
distribution. But it’s actually the reverse. Originally, I'm a
movie promoter who happened to shoot films.

Maezawa: So filmmaking became kind of an extension,
then... something inspired from the promotion of movies.
And today, we have many film commission members on
hand to share their views about film festivals and other meth-
ods for screening movies. I know of two film commissions
that organized local film festivals within months of their
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establishment. One is in Zushi City where the mayor also
serves as the film commission representative.

Mayor Kazuyoshi Nagashima, Zushi Film Commis-
sion: We launched our film commission last year in April
and held our first film festival this year in February. We’re
planning to hold another one in December. So our activities
are closely linked to film festivals. We want to use our
municipal culture hall to show movies that were shot in
Zushi. The main concept driving the film festivals is the
screening of films set in our area, such as Zushi and Shonan.
While there is a selection of locally shot films to choose
from, they’re still relatively limited in number so beginning
this year we’ve also started a scenario writers award with the
intention of getting the winning selection made into a movie
and presenting it as a local work.

Maezawa: Do you plan to award prize money and funds to
get the film made?

Nagashima: I'm afraid not. In fact, we set aside prize
money and award it only if the film gets made. We want to
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They should show their works to their parents and
grandparents and earning their appreciation first.

RiTHAE]

Yuji Nakae

encourage community involvement in the project while
simultaneously holding scenario writer development work-
shops. That’s actually where we get some of the participants.

Maezawa: 1 see. The city of Odawara also started a film
festival. Is it much different from that of Zushi?

Representative, West Sagami Republic Film Commis-
sion: We held our first film festival in February 2005, in the
second year of the Odawara Film Commission’s operation.
Naturally, we worked together with the film commission.
We held a short film contest with a grand prize and a special
prize called the “West Sagami Prize” which is awarded to an
outstanding film emanating from the entire Sagami area,
which includes film commissions for Odawara, Hakone,
Manazuru and Yugawara. The work is shown at our film fes-
tival, which we hold once every two years. One unfortunate-
ly ironic development, however, was that the same year we
started the festival, the last movie theater existed around
Odawara Station closed down.

Maezawa: There’s quite a lot of work that goes into organ-
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their works to our FC.

AR (R&FC)
Nishizaki (Hiroshima FC)

izing a film festival. Has it been worth it?

Representative, West Sagami Republic Film Commis-
sion: I think so. As was one of topics today, we’ve been
able to contribute to the development of local human
resources in the film arts through a contest that gives expo-
sure to student and amateur filmmakers by screening their
works. Various amateur filmmakers who come to shoot their
films in our community have volunteered their time and
energies as film festival staff, making promotional films and
video journals.

With regard to your second topic about extras, we’ve had
people who regularly serve as film extras take part in our
executive committee who have really done wonders in get-
ting citizens and local youth to cooperate in our programs.
That’s a power city government officials just don’t have. So
I think the strengths they have provided our operations have
been the greatest benefit to come out of our efforts.

Maezawa: I imagine director Nakae is much more passion-
ate about getting movies shown than most directors. You
believe this is a very important aspect of the business.
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Nakae:
and-coming directors at foreign film festivals and am always

I do. I often find myself together with young, up-

amazed at how supportive film festival goers are. They get
excited about everything. Young directors come home very
satisfied and inspired. But it strikes me as also a very danger-
ous atmosphere as well because it can exaggerate their hopes
of getting their films distributed and released back in Japan.
Many come away asking, “Why can nobody back home
Japan understand my work which is so well-received interna-
tionally?” But I think they’ve got it all wrong. They should
show their works to their parents and grandparents and earn-
ing their appreciation first.

When I screened my movie, “Pineapple Tours” in various
islands, the only people who came out to see it on the smaller
islands were those over 60 and people in junior high or
younger. All the high school aged citizens had moved to big-
ger islands. So even though it was a film that won favorable
acclaim and many awards, the children and senior citizens
came away from the screenings saying they didn’t “get it” at
all. The reason for this was that I made the film in my thirties
with people about the same age and sensibilities as myself,
whether they were from Tokyo or Naha, the biggest city in
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Okinawa. But the film didn’t register with grade school stu-
dents or anyone over 70. And that’s when I thought this isn’t
what movies are supposed to be about. I should be making
films that are as accessible to as many people as possible. If
you're going to make movies you know many people won’t
understand you should be prepared to accept the results that
go with that. That’s where how you screen a film becomes so
important.

Maezawa: In your case, you take your films directly to the
islands yourself, which gives you a visceral feel for its recep-
tion.

Nakae:
pleted a movie until you’ve created a venue in which to show

Yes, I am a film projectionist. You haven’t com-

it. You can’t show a movie until you have a darkened hall.
You’ve got to think up ways to shut out the light and create
the right atmosphere. Sometimes it involves covering up
windows in the daytime, and sometimes you have to block
beaming car headlights at night. I’ll sometimes go out and
buy black plastic sheet that farmers use in the fields and use
that. Those little tricks for showing a movie are what ulti-
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venue in which to show it.

HRITaE]

Yuji Nakae

mately establish films as a form of entertainment. This is
what years of experience presenting movies has taught me.

Maezawa: The words of someone in the field carry a lot of
weight. There are others here who have been making a
strong effort to show films in their area. What about the film
festival in Hiroshima?

Nishizaki, Hiroshima Film Commission: I'd like to
make mention of a coordinated effort between our film com-
mission and the Hiroshima Peace Film Festival that started
up last year. I’ve brought along a promo for it, which I’d like
to show you.

(Hiroshima Peace Film Festival Promotional Clip)

Nishizaki: This film festival does not have a lot of funding
from the city or the prefecture. What you’re seeing is a pro-
motional film for the festival that we made in an effort to
receive a grant from the Agency for Cultural Affairs. With
the two million yen we were able to receive, volunteers came
together to form a steering committee to screen 42 films in
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Admission free wouldn't be necessarily be in the moviegoers' interest.

HRiTHAE

Yuji Nakae

six venues over a nine-day period in an atmosphere that
could be described as something of a large film expo. We
selected works across various genres from animation to the-
atrical release pictures and documentaries. We provided
English subtitles for some freshly made documentaries and
gave them their world premieres. We also earned the support
of all the local television networks in Hiroshima, which let
us screen some of their past documentary programming. The
festival is to be held every other year, so the second one is
slated for August 2007.

While we see many foreign documentaries get made here
in Hiroshima and often have provided support and coopera-
tion, they had no clear destination to send the completed
work up until now. But now filmmakers are realizing that
they can send them to our film commission. Then, the steer-
ing committee can view them and give them special screen-
ings during the film festival. The strongest ones are subtitled
in Japanese and given their Japan premieres.

Nakae: Yes, the number of films is quite large and the
selections very interesting.
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Maezawa: So there’s a case where the intercession of a film
commission brings something out of anonymity into the
limelight. The Tokyo Location Box organizes screenings as
well, right?

Furuya, Tokyo Location Box: One of the film culture
promotion programs conducted by the city of Tokyo is a pro-
duction assistance program called Location Box, which has
as its aim the fostering of young film creators and interna-
tional cultural exchange through such events as the Tokyo
International Film Festival and the Short Shorts Film Festi-
val & Asia (SSFFA). From Tokyo, the role of the SSFFA is
to communicate Asian film culture to the world and provide
a gateway for young filmmakers. In addition to offering a
600,000-yen prize to the best selected work in the domestic
category, there is a production support scholarship of 3 mil-
lion yen to be used in the making of the next work. Let me
defer to Ms. Kikuchi of the Short Shorts Film Festival for
more details.

Kikuchi, Short Shorts Film Festival Executive Commit-
tee: Our film festival is held each year in Tokyo’s Harajuku
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district. We are holding our 8th festival this year. In fiscal
2004, we were given official recognition by the U.S. Acade-
my Awards, which means that grand prize winners at our
festival will be considered for the nomination process in the
short film category of the Academy Awards.

Under a proposal tabled by the Tokyo governor beginning
in 2004, we added another festival to be run side-by-side
with the Short Shorts festival that features only Asian works,
hence the name Short Shorts Film Festival & Asia. We invite
directors from inside and outside of Japan to take part in a
cultural exchange type program that has begun to provide
support to Japanese creators as well. We also take the festi-
val contents on a national tour with screenings in various
parts of the country, in which we receive the support of the
different film commissions nationwide. We are hoping to
increasingly use the film commissions as a channel for get-
ting local entries into our festival.

Maezawa: This is the festival that Mr. Tetsuya Bessho, an
actor, has been involved in for quite some time. So you’ve
recently begun a new endeavor in which you cull together
works from different parts of Asia.
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Kikuchi: Until recently, the category was often called
“American Short Shorts” because most of the works
screened came from America. But Tokyo Governor Ishihara
asked why Asia didn’t have anything in this category, which
led to his proposal and ultimately to us launching a new fes-
tival. We’'re beginning to receive quite a large number of
works from the Asian region now. For example, we’re
screening rarely seen works from Vietnam and Malaysia.
And real film lovers just can’t get enough of stuff like that.

Maezawa: So you have a framework where you can pack-
age all of this up and take it on the road.

Kikuchi: Yes, for example, with the help of the Nasu Film
Commission, we were able to hold an event in that area,
which had a terrific response.

Maezawa: Mr. Yoichi Komatsuzawa of the Okinawa Film
Festival is with us today. This year the preliminary event of
the festival was held, and the actual festival is scheduled for
next year. In this preliminary event, you provided us an
opportunity to hold an Asian network building conference. 1
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think you have an image of a film festival as not merely
being a place to view films but as a forum for developing
new ideas and concepts for the industry. Am I right?

Yoichi Komatsuzawa: As you know, I’ve worked in sup-
port of the Yubari Film Festival. People said you couldn’t
hold a film festival in Yubari, where the population has been
declining, and hotels are in scarce supply. So the festival was
built on a new and different kind of concept, in which we
aimed to promote communication between film makers and
viewers. After participating in the festival, Chinese director,
Hou Hsiao-Hsieng, visited twice to film there and Quentin
Tarantino had a character in one of his movies called “Gogo
Yubari” attesting to the love that creators have for this festi-
val. You don’t see that kind of attachment in many other fes-
tivals. The one contribution I could make as a producer is to
raise more awareness of this among the local population.
And we’ve begun to see the birth of many grassroots groups
in support of the festival, which are reaching out to each
other to consolidate that support.

One of the Yubari Film Festival’s greatest charms has been
the fact that it takes place in such a quiet, nature-rich town
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full of friendly, down-home folks. But unfortunately, gov-
ernment officials can’t seem to shake the idea that in order to
attract attention, you have to do things on a large and flashy
scale. Because of that mentality, we haven’t been able to do
something like a Sundance Film Festival where creators and
filmmakers gather in the middle of nature. So while the local
government has gone bankrupt and had to cancel support for
the festival, some local citizens have risen up and formed an
NPO with the hopes of sustaining the event. As a result, it
has galvanized the local populace to build something on their
own initiative. So I’'m very proud to have been a part of an
effort to raise awareness of the value of the festival.

People have had their share of hardships in Okinawa as
well. Film festivals derive their support not only from the cre-
ators but from their ability to put something into the communi-
ty, thereby rooting them there. It’s not simply a question of
local governments plopping down a sum of money to make it
work. Hearts and minds are won when you build a horizontal
network of people who see movies as an ideal. That is kind of
our modus vivendi. With the preliminary event, we’re trying
to show people how a film festival can benefit a community
and really be a positive force for change and we cite Yubari,
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valuable. I’ll bet that most people think of getting films
shown as a very arduous process. Where do you get them
from? Who is going to show them? Who’s in charge of pub-
licizing it and bringing in audiences? All of that sounds like
a lot of work. And yet, film commissions are now very much
in reach. If a movie is made locally, getting locals to come
see it seems pretty easy. And if people come to see a locally
made movie, maybe they’ll develop a desire or a taste to go
see other new films that come out, too.

Nakae: Yes, that’s where I think film commissions can pro-
vide a bridge between the film industry, which is centered in
Tokyo, and other regions.

Maezawa: Ueda has a film festival, too, correct?

Kobayashi, Shinshu Ueda Film Commission: We had a
film festival prior to the establishment of a film commission,
actually. It’s in its tenth year. Four years ago, we added an
independent or homemade film competition. The decision to
create a film commission came in about the festival’s fifth
year. The commission has been made on the basis of the fes-
tival and the two are really inseparable.

Since it was a festival formed out of a union between pri-
vate citizens and public servants, we don’t have a big budget
and we’ve modestly been able to keep the tradition going
now for a decade. In commemoration, we originally intended
to be a lot more elaborate this year but due to a lack of funds,
we plan to keep it a two-day affair as usual. But we have
four films entered that were filmed on location in Ueda. And
it looks as though we’ll have the budget to put on a pre-festi-
val event the night before opening, which will feature music
by a band that filmed a promotional video in the area. They
agreed to it right away so I think our 10th year anniversary
will be plenty festive.

Maezawa: It sounds like you’ve thought of various ways to
make sure everyone enjoys themselves. Ueda does get a lot
of film shoots, so that leads to screenings as well.

Tsujikawa, FC individual member: My name is Tsu-
jikawa. I'm an FC individual member. I have a question for
Mr. Nakae. You said you revived the Sakura Ryuei Theater
after it closed in 2006 and renamed it Sakurazaka Theater. Is

this a regular theater?

Nakae: Yes, it is a movie theater. It was the last existing
theater of the franchise in Okinawa. In its heyday, there was
as many as 20 theaters but they’ve all closed down and
became cinema complexes. This is the last original. The
manager said he was leaving the business but that if we
wanted to take over, he’d cooperate. So I created a company
with friends, bought the place and currently operate it.

It’s got three screens and we also hold live shows. Last
year we showed 320 films from classics to new releases.
We’re pretty much like most theaters but we do have a mem-
bership system with about 7,000 members. It’s taken about a
year for us to find our footing.

Maezawa: Mr. Nakae, you of course believe there should
be a movie theater in every town.

Nakae: Well, I grew up with a movie theater in town. I'm
not sure I like the idea that the cinema complexes are your
only choice. There are three movie complexes in Okinawa
with a total of 21 screens. Last year they showed about 160
films. Without our theater, the number of films that wouldn’t
get a screening would really swell. So we felt it was impor-
tant not to let this city theater disappear. We raised the
money ourselves and didn’t rely on any public loans.

Maezawa: That’s a very bold and encouraging thing you’re
doing. So Mr. Nakae is a top film director who contends that
a movie isn’t truly a movie until the public sees it. Thank
you very much.

Well, in these four hours we’ve seen a great deal of
crossover of themes but among them I think we’ve gotten a
good idea of the various ways film commissions are expand-
ing their roles and activities, and fashioning themselves into
more internationally-oriented organizations. With this, I
would like to draw this Film Commission Convention 2006
to a close. I want to thank you for your kind and patient
attention to the end. And I want to thank all of our esteemed
guests for sharing their valuable time and insights with us.
Thank you.
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