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Part 1

Moderator: Thank you very much for attending the 20th
Tokyo International Film Festival "Tokyo Meeting 2007 I in
TIFF park" at Roppongi Hills Arena today. I am your
Moderator and my name is Yatabe from the TIFF office.
Today's event is quite impressive — the invited guest of the
festival will give us a talk. First, we would like to welcome
the director and the lead actress of Crossing Over, which is
in competition and adorned this year's opening night. The
director, Jin Chen and the actress, Miao Pu. Before we ask

some questions, please watch its trailer.
< Screening of Crossing Over trailer>

Moderator: As you saw in the trailer of Crossing Over, it
has a provocative impression. Now Mr. Chen, we would like
to have a word of greetings from you first, then could you
tell us how you feel about attending TIFF with the film
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Crossing Over ?

Jin Chen: Good evening. It is a pleasure to be able to spend
a moment with you at this occasion of TIFF on a beautiful
night in Tokyo. I feel privileged that my film is being shown.
I wanted to bring my work to the international stage at some
point to show people and now I have the chance. Showing
my work to people abroad makes me feel that the love of
films I have had since childhood has finally borne fruit. So I
would like to share what the filming was like, and my feeling
about it, with you tonight.

Miao Pu: Looking at my work on a big screen now is very
touching. Actually, another work of mine, Cherries, was
shown earlier today and there was a Q&A session. I had a
very special feeling on that occasion, too. I really wish to
give my gratitude to films. I graduated from Beijing Film
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Academy. Most of the people who are here today are young
people, so I assume you also have dreams in films. Please
keep pursuing that dream.

Moderator: Thank you very much. I understand this work
is Japan/China co-production. Now I would like to ask Mr.
Chen, from the planning to filming and then to the comple-
tion, how long did it take?

Jin Chen: It took about four years from the planning, con-
ceiving the idea of the film to the completion, which is very
long.

Moderator: Which part was the most time-consuming?

Jin Chen: It took time to write the script and then to collect
sponsors. Particularly, I met with very many people to find
someone who would fund the film and had them read this
story. In China, I met many film production companies and
people from private production firms. What many of them
said was: "This story is a little too old-fashioned, too roman-

tic." They asked for various changes - some I could accept it,
but not all. While doing that, I met a producer, Ms. Shirley
Kao and I felt that this film might just stand on to its feet.
Then I met Mr. Kiichi Nakai and it started to take shape. For
a young director, it is very difficult to meet a sponsor or a
producer who shares the same taste and preference.
Therefore I feel grateful that T could meet these people in
Japan at that time and my film began to coalesce.

Moderator: If the script was already done when you col-
lected the funds, does this mean that you did not know that it
would be Japan/China co-production?

Jin Chen: Of course, I didn't think about collaboration at
all at the beginning. I simply wanted to film a romantic
Chinese story. I had a really difficult time, and spent so long
looking for anyone who believed in this story that, once, I
almost gave up. But I kept on without giving up, then I met
Ms. Shirley Kao. And Mr. Kiichi Nakai in Warriors of
Heaven and Earth was absolutely wonderful. I happened to
think his look was perfect for the main character in Crossing
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Over. Thus Mr. Nakai's arrival started to form a link with
Japan. Although China and Japan have something in com-
mon culturally, the differences in thinking and feeling are
substantial, so I accepted various advice from Ms. Shirley
Kao, who had been working in Japan for a long time. This is
what I thought later, but working with people from another
country brought out something that I could not see when
working in the frame of just one country.

Moderator: I would like to ask Ms. Miao Pu for a different
perspective. Could you tell us the impression you had the
first time you read the script of this magnificent story that
stretches over such a long time, and also how you felt co-
starring with Mr. Kiichi Nakai?

Miao Pu: I read scripts as an actress, so when I read it I was
very moved. Not its historical background nor the big scale,
but I was really touched by the romantic feeling of love.
Regarding co-starring with Mr. Nakai, I was not conscious
about this film being the collaboration of two cultures. I
think things went smoothly when I got rid of the idea that he
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was a foreigner or that I was a foreigner to him. Another
thing I want to mention is that Mr.Nakai is a very experi-
enced actor. For a young actor like myself, when working
with veterans, there are so many ways they offer help not
only in acting, but also in everyday life. So I would like to
show my appreciation to Mr. Nakai at this occasion.

Moderator: I think there are film school students here
tonight. Ms. Miao, what do you think about good directors
and bad directors from the viewpoint of an actress?

Miao Pu: For an actor, any director is a bad director during
filming. He gives us hard time. Acting is a very hard path.
Having said that, looking back after finishing the work, it can
be a happy time. It is not good or bad as such, but if he is
100% a "director" in his mind when working, I think he is a
good director.

Moderator: Finally, Mr. Chen, please give a message or
advice to young, Japanese would-be directors.
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BOFE
The Rebirth

they [the Europeans] would view my film. Then, ask your-
self just how many films you have watched in the past.
Unless you have an accumulation of that, your work can only
be an imitation. Such films can only be a passing fad.
Instead, I do think how I can make and express something
new in the history of film.

Moderator: So do you mean unless you have film educa-
tion or a solid base, they will think it is superficial at film
festivals, particularly in Europe, I mean, they would not
think highly of it?

Masahiro Kobayashi: Yes, because those who see entries
are professionals. People in the offices of any film festivals
watch about a thousand films per year, year after year. So if
one does the same as others, the film will not be accepted. It
is very subtle. Then what should I do? That's what I think of
the most while making films.

Moderator: I think it is not an overstatement if I say you
are a regular participant of Cannes. And you are highly

regarded at film festivals abroad. You mentioned about mak-
ing a base and studying. You have written many scripts. Do
you think you can say that writing many scripts formed your
own style as a director?

Masahiro Kobayashi: Yes. After all we cannot make
films without scripts. The way to study films is, you watch
films that move you, or that you like in a cinema, and just
like studying for exams, you need to preview and review.
"Preview" is to watch the director's past films and "review"
is, well, when I did it, there were no video tapes, so although
it is banned now, I recorded the audio in the cinemas.

Moderator: That must have been quite a long time ago?

Masahiro Kobayashi: I'd bring the tape back and write
out the scripts. It was like a re-play. Then you start to under-
stand. If you watch the same film ten times, the storyline will

be registered in your brain. That's how I studied.

Moderator: It is similar to a writer copying a book by his

Bunka-Cho Film Week 2007 25

SpSEH bR - BEHOERDEE B T )

— D > B B

1200z Bunjeaw okxyoyr

=D > BB SRR

12002 Bupesiy ofyor

\w N\ D\ LRESEEY Jieexd

L00Z UORUBAUOD [BAIISSS Wl OYD-EBNUNg

VwNA N s Vw\ ez U B E A NER Sk

L00Z UOIJUSAUOD UOISSIWWOY Wii4 oyd-eung

.J

/Auowaiay

sBujusaiog aAne




A FEFT LR T VI DTHIL TOBAATTIFE, i3,

B& MERDADU S REROARERE T2 X ) BIEECH
o BT ET i,

MRBIE: ZZo YFVFFA Y= 5HBZEIRAT
FTIE, BERESORIZATYFIFZEBELEDHLEL,
FEPBVEHOPFIZALRWL, T RILTR > TALEW
EVHMESIEDEAL A=V DT VL, ol HEhLRNVE
DT R,

Bl&: TOWHFEXELMEoh T, HHOEIZL - DL
5HbDLIHRVBDNVHLATLEIN?

MHRBILE: Lo D TRV EGETRICHAZLRVEVI DI
HEATTIFE, BEZIZPY 27 4 —DWEAL - ) X 72
AT, [RAGH TS hARw] & [7x)50K]. HE
[BZOPWV] 5TV HAEFEDZ AL FMIZ TF) 27 4 —
DEEW] > TOHIERED, [TFVOBOWIE] & H.
—BIHZ %D ICHARFEORERARZZVIZLTHENEZ LIZH D

9,

A& PIZIEMN) 274 =TT EDOBRICHGDIMO IS
WO ANTEB 72 DBE WS DIZ. BUEO/NKE A OB
WED IS THE g ?

MRBUL : BLEEERRONARS AL [BLEi% B2 202 A
ZEOBEZ BT ] &, XI{HEIRTOE T L, B
ZUELIRICHEITT IR RolEVRIF-TEI A, &
DX E I WD & 4 TOBEIZ L7z SR, BTl
WLTWAIIZ, ChIIRLT22 LBV T0) e A
2EZTWL L, #RERES TV DA LEROERD
HTOA A=V DPFNTET, ThEHSRDICEHALTY
RZELDPTERVAL S RWH R, To2lHLn i
ATHAE Y ERYE VDS Lhivni, LERHIATTIFE
12,

BlE  BEEOHED [BOoTFE] 2HRALELT, BHXAL
BEMEVDTEVEE-WATTII AL, Ml Raw
MU AT AN ZH ST SWERZLBWE T, 240k

favorite author.

Masahiro Kobayashi: Yes. When I was a scriptwriter, I'd
copy out scripts because I was ordered to do so. Unless I
write something down, it never sticks in my mind and unless
I create it in two dimensions, I cannot get an image of how it
might work in three dimensions. Really, I need to write.

Moderator: Within the films whose scripts you copied
then, were there ones that did and did not suit you?

Masahiro Kobayashi: If it didn't fit I didn't feel like
copying them anyway, but films by Truffaut suited me. The
400 Blows, Day for Night and Small Change, also The Story
of Adele H; once, 1 wrote out all these scripts in my style in
Japanese.

Moderator: Is the influence of directors who you have
infused in your blood at the time of Truffaut reflected in your
current way of making films?
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Masahiro Kobayashi: The film critic, Mr.Kawamoto
often writes that "every time I see a film, I remember old
films." It applies to filmmaking, too. They are sort of basic —
when I think about what kind of film this will be, or when
I'm filming at the location, whether it will stand or not on
images from the works of various directors flow like text-
books, but I can only make them in my style. I think that
completely new things may be meaningless.

Moderator: Looking at your latest film, The Rebirth,
which I would love for everyone to see, I thought it was an
amazing film that has an incomparably unique style. I would
like you to give students advice as to creating their own
films.

Masahiro Kobayashi: Just like studying, you can only
study what you like, in other words, you learn what you
think is good. In the case of The Rebirth, I filmed it recalling
many different films including Bresson's films and Jean
Genet's short films and films by a director named Jean Vigo.
When I was writing the script I was thinking "what kind of
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screened in a public place the first time, it was like, well, I
am not a woman so I don't know the pain of birth, but some-
thing similar. Creating my child and having it go out into the
world, the great pleasure of coming out of a bright place after
real darkness — film festivals have that. I don't have many
expectations from a film festival, but rather it is a real pleas-
ure that they chose my film and screened it there.

Moderator: Works arrive at the film festival transcending
countries, destinies, and languages, as we've seen here. There
are students here today, and so I would like to ask the guests.
You all have written scripts, but can you tell us when you are
creating a film, at what degree you are conscious of the audi-
ence and whether you are conscious of foreign audiences at
all?

Armin Voelckers: That is a very interesting question.
Because I am a novice director, the reality is that unless you
write a good script you are not allowed to direct. Otherwise
there are many other directors around. I was too old to go to
a film school and it was late in my life when I started as a

filmmaker. Therefore I could not go up the ladder in the film
industry. So for me, writing a good script was the only
chance. I used to be a visual artist, but didn't want to make
video art. I wanted to make an ordinary film that I could go
out and pay to see on a weekend, which turned out to be
quite troublesome. ..

Salvatore Maira: When I make a film, I don't think about
differences in audiences or people abroad. Especially
because I think people throughout the world live more or less
the same kind of lives today. It is actually the theme of my
work submitted to this film festival, but when I write a script,
instead of thinking of a general audience, I want to write
with one audience in my mind. This is because I want to talk
to a viewer and to help the person, if at all possible. If my
film can change something, if it can help for even one audi-
ence member to know about himself, I think the film is of
worth.

Moderator: Is the audience yourself, Mr.Maira?
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Salvatore Maira: No. Because I have my own eyes as the
author, I speak to someone else other than me.

Jérdme Bonnell: It might sound strange but I only think
about myself when writing script or making a film. For me, it
is the only serious method. To be loyal to my own filmic
desire is being honest to the audience and respecting them.
After making a film like this, if people, especially audiences
who live in far away places like Japan, like my film, that's
great. I mean that I am not conscious of a specifically French
or Japanese audience, but I might feel more grateful if it is
accepted by a Japanese audience. I just want to add here that
thinking only about myself does not mean I am self-centered,
but I think it is the way to be most honest to the audience and
to pay respect to them. I want my film to be a beautiful sur-
prise. I'd feel very pleased if Japanese people thought so, too.

Masahiro Kobayashi: I totally agree with what the others
said. After all, a man cannot give birth to a baby (laughter).
He creates something instead. It is the creator's desire for it
to leave the nest happily. He cannot do that without thinking
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about how to achieve it. So I think how earnestly and loving-
ly you can come to terms with what you are making, such as
how it will be received and, it's a bit distorted, but that needs
to be regarded as an advantage. That's the key.

Moderator: I see. Another question. It is also a question
that is more like a message to students. Please tell us from
your own experience how a young director can create his
own originality in an environment where there is a heavy
pressure from the producers or actors who don't listen and
stubborn staff who have pride in their craftsmanship, for
example.

Armin Voelckers: What I was told at the beginning was to
be a nasty man, but I didn't and still don't want to be a nasty
man. So I thought I should say directly and clearly what 1
wanted and then stay efficient. Without such things, the pro-
duction team would feel that their director doesn't know what
he is doing. It is impossible to lead as big a group as 80 peo-
ple if they think that. A production can take, say, about a
year and half, and even if the director doesn't know what he
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is doing 90% of the time, I think he needs to pretend that he
knows what he is doing in front of the production team.
Regarding filmmaking, I think there is a prejudice to think
that actors are unmanageably selfish or don't listen to direc-
tors or something, but I believe that can be resolved at the
level of human communication. Having said that, audiences
are very intelligent animals and very scary and critical. The
team members are the same. Of course, they read your script
and have seen a lot of films and they judge you all the time,
which is an overwhelming and scary experience. So I think I
need to protect my work by having different viewpoints,
becoming a director, actor, producer, editor and audience, so
as not to be judged at an early stage.

Salvatore Maira: 1 agree. It is necessary to be honest and
lucid in order to make the staff, who are your first audience,
understand. However, the motivation is even more important
when making a film. When engaging in very unique work, I
think the motivation is crucial. A friend of mine became a
producer because he wanted to earn a lot of money and to be
popular with women. He spent all his money and whenever

he approaches a woman, she turns him down. That was his
fate.

Jérome Bonnell: I think you need a certain level of
authority to make a film. I think I was very lucky. I try to be
surrounded by people including staff, actors and producers
who can understand each other. Their trust is formed natural-
ly. In the meantime, enjoying the filming process becomes
the motivation. I think that the fact that people enjoy filming
becomes the driving force of filmmaking. I know it is not
clear... Moreover, I think it is very important to share a sen-
sitivity with actors and producers and staff. I regard the
pleasure of filmmaking and making people happy by making
a film very important for my work.

Masahiro Kobayashi: Filmmaking is nothing special — it
is like life itself. I agree with what, I think, Mr. Jean Renoir
said "The terrible thing about this world is that everyone has
his reasons." Also Mr. Kurosawa apparently often said that
"A director should be a tamer of wild animals." With what

these two quotes represent, I think how many fortunate
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Crossing Over (Japan=China)

MDirector: Jin Chen

B Cast: Kiichi Nakai, Miao Pu, Guo Tao

China in the 1920's. Inspired by a true story, Crossing Over is
a magnificent epic drama about the tragic love between a man
and a woman who meet in prison. Produced by and starring
prominent Japanese actor, Kiichi Nakai.

The Rebirth (Japan)

BDirector: Masahiro Kobayashi

B Cast: Masahiro Kobayashi, Makiko Watanabe

A 14 year old girl stabbed a classmate to death. A story of
rebirth of the victim's father and the assailant's mother.
Winner of the Golden Leopard at last year's Locarno
International Film Festival.

LEROY (Germany)

MDirector: Armin Voelckers

M Cast: Alain Morel, Anna Hausburg

Leroy is German, though he might look African with his Afro
hair. He's got a pretty Caucasian girlfriend, but he is surround-
ed by racists. A comedy drama of a nice boy, who fights dis-
crimination positively. Winner of last year's Audience Award.

The Waltz (Italy)

M Director: Salvatore Maira

M Cast: Valeria Solarino, Maurizio Micheli

A look into intertwining stories taking place in a hotel. Filmed
with an adventurous but delicate touch, in a single shot! A
rare piece where content is not overshadowed by the distin-
guished technique. Winner of last year's Best Artistic
Contribution Award.

Waiting for Someone (France)

M Director: Jérome Bonnell

B Cast: Emmanuelle Devos, Jean-Pierre Darroussin
Something is going to change ever so slightly... Episodes
about love among five men and women, in the warm sunshine
of rural France, by one the most promising French directors of
his generation.
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Part 1 Presentation

Moderator: Good afternoon, ladies and gentlemen. We are
pleased to start the Tokyo Meeting 2007 II entitled "The cur-
rent Situation of Young Animators in the World: Canada,
Germany, France, and Japan," as a part of Bunka-Cho Film
Week 2007. My name is Ito, and I will be acting as the mod-
erator for today's meeting.

First of all, on behalf of the organizer, the Bunka-Cho, or the
Agency for Cultural Affairs, Mr. Reiichi Noguchi, who is a
Researcher of Arts and Culture at the Department of Art and
Culture, will give us a few words.

Noguchi: Good afternoon, ladies and gentlemen, my name
is Noguchi, and I am from the Agency for Cultural Affairs.
Welcome to the meeting. In 2004, the Agency launched a
project to promote the film industry of Japan and has been
implementing various supporting activities since then. The
main aim of the project being promoting the distribution of

Japanese films and visual images, the Agency operates this
Bunka-Cho Film Week during TIFF every year in order to
offer an opportunity to discuss the issue, and also supports
film festivals and film screenings throughout Japan. Since
the first year of the Film Week, actually this is its fourth
year, the Tokyo Meeting has been held as a part of the Film
Week. Since last year, the Meeting has been divided into two
parts: the first part is for discussion on general topics, and the
second part, for discussion on specific topics. The Meeting
you are attending now is the second part, administrated by
UNIJAPAN, to discuss the situation surrounding the creation
of art animation. The Agency has been holding the "Bunka-
Cho Media Arts Festival" every year to promote animation
as one of the important aspects of the media arts. We have
many great art animators, like Mr. Taku Furukawa, who is
with us today; however, the circumstances surrounding them
are not necessarily as fortunate as those for commercial ani-
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mators. This meeting is being held to discuss the problems
and seek some good ideas to promote art animation. I sin-
cerely hope that the guest speakers will have an exchange of
ideas and that this meeting will lead to the further promotion
of animation as a way of international cultural exchange.

Moderator: Thank you very much, Mr. Noguchi.

Now that the importance of this session has been made clear
by Mr. Noguchi, I would like to start the meeting itself. The
term "Art Animation" that Mr. Noguchi used in his speech
may be too broad to define. Therefore, in this session, we
will focus on one particular aspect of art animation, namely,
independent animators who make auteur animation films
even though they also make commercial films for the studios
they belong to, and how they are working in the world. You
may realize as you listen to the guest speakers that there is
really no clear differentiation between commercial animators
and independent animators. In other words, those animators
who make commercial films for TV series may also make
auteur films and be awarded for them—that is how things are

in the world. Especially in Canada, Germany, and France
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where our guest speakers are from, this is quite a common
practice. Of course the artists cannot work on their own with-
out being supported by society in many ways. The three
speakers I have invited will tell you all about their situations
from their perspectives. I hope you will realize the impor-
tance of talented independent animators for the success of
the commercial animation industry, and think about how we
should foster them.

Now, let me welcome our first speaker, Mr. Michael
Fukushima, from NFB, the National Film Board of Canada.
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Speaker: Michael Fukushima

Fukushima : Thank you everyone for coming. My name is
Michael Fukushima, a Canadian who is working for NFB as
an animation studio producer.

Firstly let me give a brief introduction to NFB. NFB or the
National Film Board of Canada is a Canadian government
organization set up in 1939. The studio was set up by
Norman McLaren in 1941. Between 1939 and the present
day, NFB has produced about 12,000 films. NFB does not
provide funding, but it is an organization to create films as a
producer. In its approximately 60 years of history, NFB-pro-
duced films have won over five thousand awards, including
12 Oscars, seven of which are for animation. The most recent
Academy award winner was this year's The Danish Poet.
<Screening>

An interesting point about this film — The Danish Poet was
the second time we have co-produced with that director. The
first film, My Grandmother Ironed the King's Shirts, was
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nominated for an Oscar, and the second film won one. In
other words, what is important for a young director is that he
should make that second film. This film proved that the sec-
ond film could be an improvement on the first.

Now, regarding the reason for the establishment of NFB: it
has three purposes. First, its basis is animation. The anima-
tion should be made by one person from the beginning to the
end — it is our purpose to produce a filmmaker's vision. In
other words, by making a film on his or her own from the
beginning to completion, the animation is elevated to the
area of art, which is part of our public service remit. The next
purpose is to cultivate Canadian films and filmmakers, as
NFB is a Canadian public organization. The third purpose is
to internationally co-produce films. It could be commercial a
co-production, but at the same time NFB has invited interna-
tional filmmakers to Canada and co-produced within the
NFB environment, with NFB as a producer.

Now, let us move on from NFB, so I can explain what kinds
of funding are available to independent short filmmakers in
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Canada.

In Canada, grants are offered at three levels. First, the state
offers a group fund called Canada Council for the Arts, the
purpose of which is to encourage independent filmmaking.
There are ten provinces and one territory in Canada and each
province or territory has its own organization for funding. At
this level they support a filmmaking in their own province.
Major Canadian cities also offer funding. The size of the
funding differs depending on the size of the organization. For
example, at a city level, it is about 5,000 dollars and at state
level they can offer about 50,000 dollars. Of course 50,000
dollars is not enough to make a short animated film, so funds

are raised from various other places to complete it.

Also, to make a short independent animated film usually
takes about two to three years in Canada. [ Met the Walrus,
which I showed you earlier from a first time director using
John Lennon's voice recording, took three years. The funding
was supplied by a state organization called Art Council, pri-
vate organizations and the NFB also supplied sound mixing
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and 35mm prints. 35mm prints are important. It was on
account of the fact that John Lennon's film was turned into
35mm film prints that an Oscar nomination resulted. NFB's
funding can be advantageous for winning an award. Also
many private funding organizations offer funding to inde-
pendent films. The amount is small, but they are useful.

In addition to such grants, there are cinema guilds in Canada,
even in small towns, and they support young filmmakers by
providing facilities, staff, technical staffs, information and so
on. For example, they supply information as to where they
can get funding. In this last ten to fifteen years, many col-
leges and academies have provided education on animation
and these schools have provided facilities to support young
filmmakers. And there aren't many in the world, but some
commercial studios have programs, too. Folimage is one of
them. When they think a staff animator could be a good
director, the studio supplies some funding to allow him to
make a short film. As it is a commercial firm, the ownership
belongs to the studio. Still, it gives young people a chance to
direct.
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Well, now let me come back to NFB. Next I would like to
talk about distribution. As you know, even for a short film

the production is hard. However, that's nothing compared to
distribution, which some people liken to walking in Hell.
Therefore, the advantage of working with the NFB is that we
have an international distribution network. Actually, we have
three distribution units and we could manage things like
sales to the general public and DVD distribution. We also
have DVDs for schools and libraries, and TV, and an interna-
tional network for new media. Nowadays, TV networks
always want new media rights as well. The third distribution
method is, I think it is the most important method for short
films, to screen at festivals. NFB has a wonderful festival
distribution unit, which is a small unit with just four people,
but despite that, they distribute about three hundred films,
combining animations and documentaries. I think if you try
to distribute something like that yourself, it'd be really hard.
You need staff, time and a large amount of money if you
want to do it yourself. NFB does all that work for filmmak-
ers. Therefore, NFB short films have a high international
profile.
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As you filmmakers know well, short films won't make much
money. So first and foremost, short films are made with a
creator's passion. So I think it is particularly important for
you, as the fact that we can show that piece of work or dis-
tribute it, means your work will be seen somewhere — if it is
shown all over the world it will create a greater value.

Now, the next thing that we do is social activities. NFB
sometimes creates government advertising or public mes-
sages. We regard these as a part of our public service. They
are small projects and we ask young people to direct these
works. They are very short and can be made in a few months.
The cost is small and for us, the risk is low even if it fails.
They will be shown on TV, so it is an attractive opportunity
for a creator. Let me show you three examples. They were
made for UNESCO as a message on public broadcast.
<Screening>

Could you tell from the style that young people made these
short films? They are young and inexperienced, yet they
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were judged to have something special in their attitude
towards animation. They are helped by so-called veteran cre-
ators who know the professional world, but a young creator
can experience deadlines, budget and constant demands from
producers. It is a good chance to do something they want to
do with low risk, so I hope we can provide more chances like
this.

Now, I would like to talk about the relationship between the
NFB and young filmmakers. The fact that the NFB is a pro-
ducer is a very important point. We are a production studio
and not a mere sponsor. We demand intellectual property
right or copyright that is corresponding to the amount that
the NFB has invested. When NFB provides funding, most of
the time we retain the copyright. On image production we
pay a reasonable amount towards something like labor cost.
For a six to eight minute short film with just under two-year's
production, we pay an average of 8,000 dollars as a commis-
sion for making a short film for the NFB. It is a small
amount compared to commercial films, but compared to
grants, you could say it is more substantial. So I think you
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understand that working with the NFB can be advantageous,
but for some it can be disadvantageous.

Now, regarding the production and copyright issues, we have
a grant called FAP, "Filmmaker Assistance Program," which
is an exception. In this program, the necessary expenses to
complete and distribute a film will be provided, and in this
case the copyright and intellectual property right will be
wholly retained by the creator. There will be a screening
called "CJax" tomorrow night, which are the films made in
collaboration between NFB and Bravo!FACT. Bravo!FACT
is a private foundation, but with Canada's largest TV net-
work's financing, they assist short film productions through-
out Canada. We have a wonderful working relationship with
Bravo!FACT. They are a private and we are a public organi-
zation so it is a very interesting collaboration and we both
benefit from the contract.

Lastly I will talk about collaboration. We do domestic and
international collaboration. International collaboration is

with so called veteran-experienced creators, for example, Mr.
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Koji Yamamura. Because international collaboration is usu-

ally very costly, we demand something totally different from
Canadian films, in other words, images with authority that
will be well received in privileged international markets.
Therefore: it is different from what we demand from domes-
tic creators.

Now I would like to talk about a program called Hot House.
Set up by myself, it is a program that is like a gateway to
success for young creators. It is open to everyone and usually
about 80 to 100 applications are sent, but only six are select-
ed and invited to Montreal. For three months they will spend
time with us, doing things from making story boards to
explaining main scenes in drawings; to online work; screen-
ing in groups at completion. I think this project is going very
well. 65% of the graduates from this program have come
back to make their second film. This is a chance to learn to
create and complete a work with the help of professionals
from the beginning to the end. And the work that they create
will be distributed worldwide using the NFB's distribution
network. For us it is a chance to discover excellent talent.
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Now, some words in conclusion. NFB has a brief: Firstly, to
create a healthy balance between experienced and young
filmmakers. Also, we are a production studio and not a
school. Then, we want to make the best films in terms of cre-
ativity, for all the works. And finally, we would like film-
makers who share the goal of NFB to follow us.

Moderator: Thank you, Michael, for letting us know about
NFB's interesting activities.

As Michael mentioned, we have a program called CJax,
Canada—Japan Short Animation Exchange, to show in Japan
the films co-produced by NFB and Bravo!FACT!, a private
foundation in Canada. We are also taking some of the works
by young Japanese artists to Canada and showing them at
film festivals next year.

Our next speaker is Mr. Pascal Le Notre. Mr. Le Notre,
please.
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Speaker: Pascal Le Notre

Le Noétre : Hello everyone. I am Pascal Le Notre. I run a
studio called Folimage. I would like to talk a little bit about
this studio today. Folimage was set up more than twenty
years ago. We make various special films and have won
more than 200 awards related to the Artist-in-Residence pro-
gram, which I will talk about in detail later. Also we supply
all sorts of services.

<Screening>

Our studio, Folimage, is situated in the south of France.
Actually when we started, we were still students. One of us
was a musician and one was studying some technical stuff.
The answer to the question — how can students make films? —
was "to make a studio." We started a small studio in a
garage.

<Screening>

This is the first film we made. This is called Amerlock. We
made this word up by mixing up the French word for a dull
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time "plastoc" and "America," with the idea that what
America was doing may be wrong. This is how we tried to
express what we were thinking about in films. Norman
McLaren is a wonderful animation director. Looking at his
films, we thought we might be able to create something in
animation, and there should be something that we should
make. Also Frédéric Back is a wonderful Canadian director
who made people admit that animation is also art. He and the
Russian director, Yuriy Norshteyn, came to us. They were
already great masters at that time, so we were completely
surprised and touched. They gave an address at a symposium
and we decided to start our Artist-in-Residence program. We
invited 12 directors and asked them to make one-minute
short films. It was hard work, but many directors came from
Eastern Europe. At that time, there was a great difference
between Eastern and Western Europe, as you know. Giant
studios were closing one after another and many said they
would stop making animation. Therefore we were the first
ones to start an Artist-in-Residence program among the small
studios.

<Screening>
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For the Artist-in-Residence program, there needs to be a
strong storyline. Hardly any words are used — they are inter-
national works for use in festivals, so they do not use words.
As a rule, we ask artists around the world to submit their
work as storyboards. It has to be six minutes long and noth-
ing longer. The six minutes should include the credit
sequence. We also ask them to send their CV as an artist and
to show us their style of drawing. You can submit your fan-
tasies. Then we choose one or two projects and so far we
have made 12 films. Currently, we have two residents. Felix
Dufour-Laperriere who creates various animations in abstract
stories. Another French artist is working on a film called
Short Rain in which when the rain starts everything stops.
Other than that, people who want to create a film can join in.
When you visit us, you can meet a wide range of people at
the studio. There are animators and you can choose them for
your project, too. They comprise a team of about five and
work in a studio for about eight months. Within this system
excellent films have been born. Some have received the
Cesar Award.

BaA LT = A=Y a YERMRWEA =) —TR>TW03
ATF. 3H50EYVDT7F v AANIE “Short Rain” £V 9,
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e ER P T MICDIERZED 72w AT E £ 3,
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<Screening>

The director, Michael Dudok de Wit, was making commer-
cial films, but wanted to make something different; so he
made the first film, which was nominated for an Oscar. He
made a second film with the NFB and won the Oscar. I
would like to show the film titled The Monk and the Fish.
<Screening>

This film was screened at the Hiroshima Festival, as well as
around the world. Though it is a small studio, Folimage came
to be known in the world in this way - we have got films that
are shown at various festivals. I think you understand our
quality of work in this animation.

I'm sure you are young and talented, so please apply to us.
We can supply a team at the studio, and a budget as well. As
Michael said, you can receive all types of support. Having
said that, you cannot make much money, so you need
willpower and passion to create films. France has things like,
for example, you pay about ten euros to see a film. If it is a
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ET, KRIZTHWAT % “A Tragic Story with Happy Ending”

French film, one euro (of the ticket price) will be automati-
cally used to make a new French film. How about an
American film? In that case two euros will be automatically
used to make a French film. This system was born from a
very simple idea. The stronger American films become, the
more money would be used to make French films. It is a
unique system and is successful. We are proud of it.

Second, the government supports culture. For example, if
one works as an artist at places like theatres or cinemas for
four months, the government will pay you the wages for over
six months. It is an incentive system for artists, but is useful
for a producer as well. If you are an artist and even if you
don't have work for a couple of months, you can make a
story during that time and send it over to Folimage. The time
will be granted. As Michael mentioned earlier, the Artist-in-
Residence program is receiving support from the NFB, too.
Also, two French TV networks, Canal+ and Arte, as well as a
French Cinema Agency called CNC, all support this project.
In addition to that, we receive support from Drome Provence
and the Rhone-Alps region, where we are located. It is very
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difficult to maintain a financial and economical balance, but
we have managed so far. Now, the director of the next film,
A Tragic Story with Happy Ending, is Portuguese and he
spent four years to create this six-minute film. This one won
the Grand Prix at the Annecy International Animation
Festival. We are preparing the next short films now, but it
will take two to three more years. I mean, I think it is safe to
say that we operate on a different time scale from others. Let
me show you the film.

<Screening>

I just showed you a film in which the NFB also participated.
The music was by Normand Roger. As with The Monk and
the Fish that we showed earlier, we also have a special rela-
tionship with music directors and have a sound mixing stu-
dio.

Of course, you need a substantial amount of money to make
a film like this. Therefore, the French government gives sup-
port. 25% of TV and cinema profits are from animation, so

animation has a large influence economically and politically.
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I mean, they should promote it from art and economical rea-

sons. So we know that we particularly need animation of
quality art. We are proud of France utilizing all systems for
animation production, and we believe that we are making a
large contribution.

To conclude my speech I would like to introduce a happy
story. We made a pilot version for new TV series called
"Ariol." And that's all.

<Screening>

Thank you for your kind attention.

Moderator: Thank you, Pascal. The last film is a pilot of a
commercial animation Folimage produced for a TV series.
They produce animations like this as well as works by indi-
vidual artists. Those artists who once took part in the Artist-
in-Residence program often come back to Folimage as ani-
mators or designers to make feature films. They work active-
ly together even after the production of short films.
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Our last speaker is Mr. Saschka Unseld from Germany.
Speaker: Saschka Unseld

Unseld: Ladies and gentlemen. Hello. My name is Saschka
Unseld. I am a co-founder of an independent studio, Studio
SOI GmbH & Co. Today I would like to talk about studying
animation in Germany, introducing the activities of graduates
of Filmakademie Baden-Wiirttemberg. First of all, regarding
studying animation in Germany, this academy is receiving
aid from the government and can receive various forms of
funding. If you go to Germany from Japan, you are entitled
to this as well. This is German Federal grant called BAFOG
given by the German Federal Ministry of Education and
Research. This is to secure minimum financial support for
students studying in Germany. Furthermore, there are grants
for non-German students by the German Academic
Exchange Service. Also, education in universities in
Germany is free. Which means there are funds worth 300 to
500 euros, but compared to other countries such as the U.K.
you can argue that this amount is still small.
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Basically, the Animation Institute is a part of the Film
Academy. We have a few film schools and only three
schools in Munich, Berlin and Land Baden-Wiirttenberg are
known. The Baden-Wiirttenberg Film Academy concentrates
on animation, which is very unique. It is located in a very
small town near Stuttgart in south Germany. Compared to
schools in large cities like Munich and Berlin, it is very com-
pact. The education in this school is complete in four and a
half years. Before becoming a film director, students study
writing scripts and actual editing methods. About 500 stu-
dents are there, but 50 of them are students of animation,
with 15 of them specializing in animation a year. Actual
experience is necessary and you are required to be fluent in
German or English to study there.

The animation course attracts about a hundred applicants per
year. They send samples from work experience and an essay
about the reason why they wish to study animation. After
selection on paper, 30 people out of 100 are allowed to take
the exam. Then there will be an interview with the teacher
and they create a small work. They are given 76 hours and
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during that time they are required to complete the work.
About 15 out of 30 pass the exam and start learning anima-
tion. Furthermore, there is a course to become a technical
director, which is to assist filming technique in animation or
something else, and the period of study is a little shorter.

The first two years they concentrate on making films. It is
not necessarily animation — with students from other courses,
they write scripts, learn how to make films and make live
action films. In the second year, the course is separated into
two and they can choose what they want to learn. In the third
and fourth year, they carry out special study in animation.
They can learn a basic and wide range of filmmaking skills

not specific to animation, which I think is excellent.

In addition to that, guest lecturers come from America and
other parts of the world and there are workshops lasting from
one day to five days to learn about certain fields of work. In
the third and fourth year, they will get a supervisor who will
support an actual project. Basically, they can choose the
project. They can shoot a film on their own or as part of a
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team. They can choose to co-produce. Also, they can make a
film that is exclusively specialized in visual effects.

Also there is the word "metal," which is a technical term
meaning that it is an animation school, yet it plays a role of a
production studio. Producers can contact the film academy,
so, for example, they can commission the students to create
visual effects only. The students can experience professional
work at the same time as being a student.

Now, for the graduation project they can create in free form,
which is an opportunity to show what they've learned. They
can create a small work, or, for example, they can show a
small part of what they’ve done for another film company.
Therefore, they are not creating only for graduation purpos-
es. They can work as a team as well. These things can be
useful after they have left the school. They can also help
someone else's production.

Some student films become really successful. This one was
well-received at film festivals in places like Berlin and was

LT NBHA»DEET, EAWIIEALZ T Y27 M &
R 72D REE LBTE T T HIZEHG O 25 .
ENEHDIZFTTELE D, HE2VEF—2E L THES». 3
FEMEDTE T3, S HICBEARZTITHML L 22 ef 21
5ZLbTEET,

FAINEVIBEDDY T ZHIFEMAFET.
T A= a3 YOERTH ) BASHWER L Lokl b R
7ZLTWBHLWVwH) LT, 7UFa—HS—2BT 4 VAT H
FI—ICEMT A LN TELDOT, FIAITRENELST 7
ANVET AT I—DFEITHERZ KT 2L dHY 5,
EAZ-HLIEEDOHTH Y A SERICT v OS24
Bcxd,

T, FEFFEZEHHZETOFENRTE, XEITOM
A& Lz 2R BAICh ) 3./ 2EMmEHilfET 5.
B B WVIIF 2 F MO WM KD 72D IE - TN S e — k%
RHTHIELTEE T, TTHOLEELZTOLDITHIET
L2HOIFTIRDY ILA, F—LELTOEENTETTL,
CH L7 LIIRELBLFEFEIRILLE T, HFOME
m7ZF TR MO NOHEE FBIT T2 8 b TEET,
FAOBENC S IEFICRITLI005HY T3, Zhig~w

Bunka-Cho Film Week 2007

/

/

nominated for an Academy Award in 2002. Please have a
look.

<Screening>

The graduates' careers are varied, as they can learn CG and
various techniques in addition to traditional animation. Of
course, some keep studying. One of the characteristics is that
an international scheme called FMX is prepared for the grad-
uates. In May 2008, there will be a conference with all sorts
of events related to animation, including panel discussions
and talks. It is organised by an animation institute, so the stu-
dents can attend free of charge. They can make contact with
a wide range of people and can create a worldwide network.
After leaving the school, many students start working not
only in studios in Germany, but also in places like London.
They can seek such opportunities at FMX. If they want to
stay in Germany and wish to keep making short films, it is
possible to obtain public aid by the government.

Regarding how the public aid functions, each German region
has a certain budget for filmmaking or animation. In Baden-
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the world" after graduation. Could you elaborate on that?

Furukawa: In Japan, the first animation department in a uni-
versity was created about five years ago. Recently, the num-
ber is rapidly increasing. Some of the colleges have 80 to
100 students graduating every year. The students raised in
Japan watching Japanese animated films enter universities
where they study animations from all over the world. The
youngsters who merely hoped for "a job related to a TV ani-
mation series" come to expand their own world in those four
years well enough to create the films I have just shown you
by the time they graduate. After graduation, if they are lucky
enough, a few of them may be involved in making TV or
video animations for children as freelance animators.
However, the majority of graduates have to face the harsh
reality that their new ideas or approaches are seldom adopt-
ed, even though they worked hard and managed to make one
original film during their university years. It has been like
that for a long time. They may have no choice other than to
get a job in game companies or animation companies. Some
of them will manage to hold on to their jobs, but others who
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created original animated films and want to make more may
drop out, feeling they are mere cogs in big studios even
though on-the-job training is worth having. At ICAF, we see
about ten promising youngsters every year. I am afraid that
about 50 budding animation artists have already gone miss-
ing in the industry, for we have held the Festival five times.
Looking at the situation, I think something has to be done to
prevent such a great loss.

Moderator: Michael, you mentioned something very valu-
able earlier—that making the second film is important. I
believe you majored in animation at university, too. Did your
motivation in starting the Hot House project to foster young
artists who are willing to make the second film come out of
your own experience?

Fukushima: As Ms. Ito said, I was an animation artist
myself. When I became a producer, my aim was to assist
young creators and give them the first experience to work as
a professional. We start this with something risk-free for the
NFB. It would be a first production, which sometimes takes
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three or four years and would require a lot of money, which
would become a heavy burden for a young creator. And most
of the time they would fail or face disappointment. Also, I
found out that it was hard to keep the energy level for three
years so not many people could make it all the way to the
finish line. So I thought: they should complete the whole
production cycle just as professionals do, meaning submit-
ting the proposal to a producer, being criticized, altering it,
creating the animation, and also working with a music direc-
tor, an editor or other team members. Instead, it would be 30
seconds or 40 seconds, a very short production to be made in
12 weeks. It will be made in Montreal so it's easy because
their lifestyle won't change dramatically. The cost is low,
which means low risk for the NFB. The psychological pres-
sure for a filmmaker is low. That's how we started Hot
House. In other words, Hot House will give young filmmak-
ers a space to gain experience. They are given a chance in
which they don't need to succeed. I think experiencing failure
is important for young people. If they can experience failure
at an early stage, they feel like trying different things. I
mean, when they create the second film, they think to avoid
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what didn't work before and it will give them confidence as a
creator. From the experience of doing Hot House, two-thirds
of those who complete it have come back to the NFB, and
the ideas they bring back are much more professional,
because they have experienced the creative process once. I
think it applies to Folimage and SOI, but at the stage of a
film being born, there are producers and these producers,
who are the third party, see the work objectively. That is a
very important experience for a creator.

Moderator: He has made it clear to us that gaining experi-
ence as a professional animator through a short-term project
like Hot House is necessary for youngsters. Saschka, I heard
that Filmakademie Baden-Wurttemberg, from which you
graduated, accepts many students with professional experi-
ence. Am I right in understanding that the name Film
Academy represents a place that provides youngsters near-
professional experience, including some failures.

Unseld: Well, Yes, I don't know whether specialize is the
right word, but we take that kind of approach. We try to give
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students skills, laying emphasis on what they are going to do
after leaving the school. Some people want to be something
except an animation director. Some want to teach animators,
become a technical director, or want to engage in the editori-
al stage. It is important to teach these different aspects as
well. As a result, I think they can create a wonderful, quality
work. Trained this way, they can work easily and it is easy to
find a job.

Moderator: I hear that teamwork is emphasized at the Film
Academy. Does it mean that there are students playing the
role of producers to supervise the whole process of film pro-
duction?

Unseld: Yes. Students are trained in all sorts of areas, but
sometimes they swap what they do. For example a person
who studied visual effects ended up becoming an animation
director or changes the course to animation using puppets. If
you have experience in a certain area even once it will be a
huge advantage even if they did not find a job in the speci-
fied area. So we put effort in educating them in different
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areas and working in teams. This is because after leaving
school, you will be a part of a team in any work environ-
ment. Therefore, they will have a producer in such a produc-
tion process.

Moderator: Mr. Furukawa, after listening to the guest
speakers, what do you think is needed in Japan?

Furukawa: I don't think we should be very pessimistic
about the situation of young people in Japan right now. In
fact, there are a variety of competitions held by private com-
panies and local governments for completed films that allow
talented artists to win prize money to fund their productions.
On the other hand, however, there is no system to support
young people in their film-creation stage, nor capable people
to be producers in the industry. I have been waiting for
someone with an appreciation for art, who can act as a pro-
ducer and gets along with TV stations or companies, to come
out for many years—but I have been waiting in vain. That is
exactly how I feel having listened to them.
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made by the government and at different levels towards artis-

tic short films, in other words, to seek cultural value and
national identity there. Canada is creating this concept within
the framework of the NFB. I think it is a way of fostering
confidence and stability as a filmmaker. Of course they can-
not get 100% of their budget, but they can have a firm belief
that they can continue at some level. It is hard to make an
income solely from making short films. You can approach it
from the commercial side — but only 2% become TV pro-
grams. That is the reality for short film creators. I think short
films are important for our identity and it is necessary to
keep a firm sense of value.

Moderator: Michael has just shared two interesting
approaches with us. The first example is the film Bob's
Birthday being commercially entertaining enough, yet it
retains some elements of an auteur film, which led the artists
to more success. The second approach does not necessarily
mean that the government alone should be the sole funding
body. Michael has emphasized the importance of support at
various levels, including the government, and in France, not
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only the government, but also private organizations give sup-
port to young artists, such as TV stations providing financial
support, major studios like Pascal's lending equipment.
Nobody here is saying that spending taxes is the best way to
support young people. Canada, Germany, and France have
developed their own way to provide young filmmakers with
an environment of sufficient confidence and security to lead
them to success. I hope that everybody understands the point
our guest speakers are making.

Audience: Could you tell us how you assess film artists and
their works? Subsidies and grants usually require the benefi-
ciaries of accountability. Therefore, there must be some spe-
cific parameters to assess them.

Moderator: Shall I ask our guests to talk about the assess-
ment of the projects they are involved in? Michael, could
you tell us the assessment criteria of the Hot House or PAF
support scheme?

Fukushima: It might sound terrible, but I have a right to
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Keynote Speech: "Saving Films, Saving Children"

Kohei Oguri (Film Director)

Community Cinema and Children

First of all, I'd like to look back on how the theme "Film
and Children" came about. The Fundamental Law for the
Promotion of Culture and Arts, which was established in
2001, defined film as a media art. Then, in response to the
Agency's request for advice, an advisory committee on film
promotion was set up, and a proposal, called "Promoting
Japanese Cinema in the Future," was announced. In order to
correct the regional disparity in film availability, a proposal
was made to promote film screening at public facilities.
Cinema complexes are now tremendously popular, and local
movie theaters are disappearing. Cinema complexes are able
to cherry-pick the films they show, picking only the most
delicious-looking cherries, but not considering what to do
with the entire plate. Frankly speaking, cinema complexes
are film theaters with no intention of developing the overall
film industry. Suppose there are three sections in the film

industry: production, distribution, and promotion. Promotion,
as done by movie theaters, is a retail sales matter and, of
course, owners must be able to freely select the film product
to present. Basically, the promotion section of the industry
should select films in a moderately tense relationship with
the production and distribution sections. That's how it works
in the United States. In Japan, however, production, distribu-
tion, and promotion have historically all been dominated or
even monopolized by the same people and the same money.
Even after the Japanese film companies spun off production,
block-booking, distribution, and promotion weren't changed.
Into this market came the foreign-affiliated cinema complex-
es, which were supposed to promote desirable competition.
Unexpectedly, the foreigners made a soft landing on the tra-
ditional Japanese film turf, and no meaningful competitive
relationship resulted; there was continued dominance by a
few companies in the world of promotion. In such a situa-
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tion, a rich variety of films cannot be developed, making it
hard for those trying to secure a variety of films for Japan's
local communities. The Film Screening Network
Conference, the forerunner of the Japan Community Cinema
Center, was organized in 2003 and proposed the idea of com-
munity cinema, leading to the launch of the Japan
Community Cinema Center, the organizing body of today’s
conference. One of the tenets expressed in the above-men-
tioned proposal by the advisory committee to the Agency for
Cultural Affairs was the importance of promoting film view-
ing among children. Today's theme "Children and Film" is an
issue that the Center has had since its launch.

An Attempt by Gunma Prefecture

In 2004, Gunma Prefecture initiated "visual education," an
attempt in which the Gunma Prefectural Board of Education
began exploring the possibilities of visual education in the
compulsory education curriculum. In 1996, I made a film
entitled Sleeping Man in Gunma Prefecture. The film was
produced as part of a Gunma project commemorating the
population reaching two million, which was considered
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amazing. The film was intended to be shown commercially
to the public, but the purpose was non-commercial. It was
distinguished by its purpose: to commemorate the fact that
the prefectural population had reached two million. Because
the film was made with prefectural money, the Board of
Education couldn't say it had nothing to do with it. It had to
think how to show Sleeping Man to school children. As part
of this process, I began advocating "Education by Films." It
took years for it to materialize. The correct name is not "film
education" but "visual education." I'd like to touch upon this
later. While Gunma Prefecture was struggling with this, the
project "Film and Children" was initiated by the Japan
Community Cinema Center. A project, "Investigation into
“film education’ in Japan and other countries," was conduct-
ed, resulting in a mid-term report, a final report, and a practi-
cal guide written in 2006. These are excellent reports that
include almost all the topics to be discussed here today. In
this way, the attempt by Gunma Prefecture and that by the
Center happened to overlap and eventually merged.

My approach is to include visual education in school educa-
tion. It may sound strange for a mere film director, who
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doesn't engage in teaching, to be involved in school educa-
tion, but it is actually true. The Japan Community Cinema
Center is an organization consisting of film presenters, which
include newly NPO-established cinema in towns and public
facilities such as museums and libraries. As I wasn't initially
involved in film education as a film presenter, but rather
jumped directly into school education, I understand that the
theme assigned to me in this keynote address is how to set up
and link together the "Film and Children" programs conduct-
ed inside and outside school.

I chose the title, "Saving Films, Saving Children," and the
reason is that saving films and saving children mean the
same thing to me. I don't think there are films especially for
children. When I say "education," some people might keep it
at arm's length because of the image of compulsory educa-
tion, but my clear-cut actual feeling is that I want adults to
think that education means learning about each other and
learning through films. Adults don't understand films any
more, and that is passed on to children. The adult and the
child are similar, but looking at it in another way, I have to
say that it is in the young children that more distortion
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appears. It is not to adults but to children that poor films
cause such great damage. Moreover, the future of children
may also be badly damaged. We must eventually entrust the
future to our children, and films will be one of their touch-
stones in life. So the relationship between "Film and
Children" is an important theme.

Film and Visuals

Please look at the left side of page 3 in the leaflet made by
the Gunma Prefectural Offices (referring to distributed mate-
rials). Next to the phrase, Variety of Visual Expressions,
there is a figure showing overlapping circles.

Speaking first of the big circle, it is labeled "Spread of
Various Films in the World," the next smaller one is "Films
We Watch," the much smaller one is "TV," and the next one
is "Games." This doesn't present a hierarchical relationship
of media. It is aimed only at showing the variety of visual
media and where the possibilities lie. As shown in the figure,
even if there has been an explosion of film production all
over the world, the number of films that one person can real-
istically watch is limited. Likewise, if we consider that films
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have 110 years of history, the number that one person can
watch is limited. If another excellent film appears in the
future, it might not be widely recognized. People might not
see it at all. If we look at it that way, this figure refers not
only to the current situation, but also to the fact that we're in
a long-range crisis. Perhaps, I should say that not children
but present-day society is in that crisis.

Currently, when people hear the word "visual," most don't
think of films as first on the list. Although films are first on
the list for those of us working in films, generally, films don't
top the list any more. What comes first is, without a doubt,
TV. I'm in the film industry, and I wish I could disagree, but
we have to face up to this reality when considering "Film and
Children." As shown in this leaflet, research conducted at an
elementary school in Gunma Prefecture suggests that chil-
dren watch TV for two and a half hours a day and play video
games for another hour a day.

This is the average, meaning not all children do so, but it
shows that, on average, they watch TV or play video games
for 24 hours a week, equivalent to one entire day per week
with no sleep. They never watch movies. Such data are not
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only true of children, but also of adults, who spend about 36
hours a week in visual related activity. The advisory commit-
tee proposal, as well as The Fundamental Law for the
Promotion of Culture and Arts, state that films should not be
left to the commercial sector any longer. The movement to
once again realize film as a part of our culture has started. It
has come late, but better late than never, as the movement
has ultimately led to this kind of conference. Be that as it
may, in terms of the number of hours engaged in visual
activity per day, film is, without doubt, on the lower end of
the list.

Regarding the history of Japanese film education, Mr.
Kyoichiro Murayama presents a good and very detailed sum-
mary in the final report, so please refer to that. As for the
current situation, schools are now applying films to educa-
tion, but not yet doing much real "film education." Or, I
should say applying "visuals," not applying "films" to educa-
tion. In fact, films are not used that much. What is popular in
school is something called "media literacy" or "information
education." Media literacy is not cinema literacy. The center-
piece of media literacy is TV, and I can only say that infor-
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mation education means the Internet. Personally, I think it
would be ideal for the study of films in school to become an
independent subject in the arts. If not that, I think the word,
"Expressions," would be an ideal subject name, as that also
might include linguistics and the performing arts. Yet the
actual situation in schools today is that even time given to
manual arts has been reduced. No one is showing much
interest in film education. Without at least widening the tar-
get by using words such as visual, schools will find it hard to
make progress.

Over 100 Years of Japanese Films

The 20th century has been called the century of visuals. It
may have seemed that way, with its self-confidence and
pride based on the thought that a brighter future was awaiting
us. However, looking back on it now, I feel like that was too
optimistic a naming. Mr. Masamichi Matsumoto just men-
tioned Victor Erice's words, "Visuals are polluted." Visuals
definitely have changed in quality as a result of more time
being spent on TV than on films. I believe it will be tremen-
dously hard to pull films back from this pollution. The
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Center's materials say that, in France in 1995, a project called
"Film: a Youthful 100 Years Old," was developed jointly by
Cinématheque Francaise and the Cinématheéque of Paris. It
was an event to commemorate the 100th anniversary of
films. If I may make a parody of this, I'm tempted to say the
current state in Japan is, "a Geriatric 100 Years Old!" It is
completely different from that in Paris. Speaking in the
extreme, Japan has come to the stage where films are histori-
cal items that will not survive unless they are "cared for."
Some people might say that Japanese films are going along
all right, but I don't think so. If T did, I wouldn't be here. As
you will see in the next presentation by Mr. Desanges, the
French definitely protect their films. From what do they pro-
tect their films? The French clearly say that they protect their
films from TV, from American films, and from commercial-
ism. By stating the case so strongly, films can be protected at
last. We've neglected Japanese films for 100 years, since the
birth of the film industry. In such miserable circumstances,
conditions conducive to film education or visual education
cannot be immediately arranged in the schools. It cannot be
done quickly. I understand that it won't, by any means, be
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easy. Those who have neglected films include the govern-
ment, society as a whole, and even filmmakers. I may be crit-
icized for saying this, but I think film reviewers shoulder
major responsibility. Reviewing films and other arts "aca-
demically" is misleading. Earlier on, if films had been mere-
ly shown to the public, without explanation or judgments of
relative worth, we would have had more information to go
on when dealing with the theme "Film and Children."
However, that wasn't done. If I say the film review has
changed, I mean that reviewers fell into "semiotics" with its
theories of signs and symbols, and became separated from
the films themselves. Nowadays, we don't see film reviews
encouraging people to compare films with other arts or
encouraging people to make films based on other arts.

The Need for Visual Education in Schools
Naturally enough, school teachers have little experience in
studying films and visuals. First, it will be important for
teachers to study them, but this will not be easy. For those
now involved in showing films, most probably, their real
opinion is that it'll be trouble if schools begin film education.
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In other words, they don't trust school education very much.
Some people might even think it problematic for the
Ministry of Education, Culture, Sports, Science, and
Technology to endorse film education and institutionalize it.
Perhaps, what they really feel is that the Ministry should
somehow help with film education, but not institutionalize it.
I've designed courses with school teachers in Gunma, and
there are some things I don't want the Ministry to be con-
cerned with. Still, film education should to be taught, and it
should be done in school, even if what's done is insufficient.
The reason that I specifically want those showing films to
understand this is because children have been forced into a
situation where delay cannot be allowed. They're not aware
of the situation; there are some children who can't understand
the boundary between reality and a two-dimensional, flat
image. This has something to do with life; they can't tell real-
ity from virtual reality. That means they don’t understand the
difference between themselves and others. Naturally, their
interpersonal skills are weak. Their power of self-expression
is declining. It is imperative that those who show films share
with teachers a sense of crisis. Improving the quality of the
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courses can come later. In any case, my starting point was
that we must share with teachers the fact that children today
are in crisis.

Needless to say, film expression should be combined with
language and images, or it should be a combination of
images, icons, and sound. When I briefly explain my ideas at
elementary schools, first of all, I say that the lens and the
microphone, both of which are tools used in filmmaking, are
equivalent to the human eyes and ears. As lenses and micro-
phones are objects, they don't have personalities. Human
beings convey messages based on human personalities.
Lenses and microphones can substitute for the human senses.
The most fundamental idea in creating an image is that these
tools substitute for what our eyes see and our ears hear. To
explore everything based on that idea is the most important
thing from a filmmaker's point of view. This is very close to
a physical sensation. There is neither a true curriculum nor a
Ministry curriculum guideline for film education and visual
education. For us, the point should be to bring back our chil-
dren's senses, and it is no exaggeration to say that should be
the key to our work. To achieve that, we must create oppor-
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tunities everywhere we can. It is vital to make sure we return
to films. Film-related school education has started in a slight-
ly distorted manner, including media literacy and informa-
tion education. I want school education to always return to
films, no matter what name is used to mean school education
involving visual images. I think this is a very important
point.

In schools, sometimes I try playing video games that chil-
dren really love. As these are often fighting games, the sound
effects are loud. The sound is as harsh as if it came from an
arcade game center. So, would you get bored playing the
game without the sound? Through such experiments, for
example, children can learn what sound means. On other
occasions, I ask children to look for scenes with no motion in
the fighting video game. There are no such scenes. Every
scene is dynamic. So, is that why we get so absorbed in it?
Of course, there is an element of joy in just playing the
game, but why on earth does the motion make us so
immersed in the game? Or, children can be asked to think
about how the sound is related to the visuals. This is one way
we can stimulate their thoughts without a lot of difficulty.
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After we hear the noisy sound from video games, I ask chil-
dren to go outside, and we actually do go outside. If it is a
suburban school and they're outside, the noises of nature sur-
round them. While listening to these noises, they might ask
themselves this question: in the natural world right in front of
our eyes, are there the same artificial sounds and intense
motions as in the video game. Outdoors, few things are in
motion: the wind blows and the leaves tremble. The land-
scape is not in motion. The streets are not in motion, either.
What’s the difference between what is in motion and what's
not in motion? Motion is the most important element in film.
How has film changed since its birth 110 years ago? Schools
can teach these things anywhere, at any time, if they want to.
They only have to raise awareness. In school courses such as
Ethics and Physical Education, children have opportunities to
question their senses.

Opening Up the Schools -
Mutual Understanding Between Those Who
Show Films and Educators

We shouldn't give up the idea of trying to conduct film and
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visual education in the schools. First of all, I think we have
to try. Some of those who show films surely have good ideas
and are attempting to do good work in schools, and they will
find several good points within the school system. Likewise,
those inside the schools must try to look outside. They
should not confine education to the inside of a school.
Keeping education within the schools is unnatural, so bring-
ing education out of the schools or bringing the outside
world into the schools is crucial. Obviously, films come from
outside the school system. The films themselves are made
outside the schools by people outside the schools. Making a
film is collaboration. We might bring films into the schools
or those within might look outside for ideas: either of these
would be quite effective. Not confining education to the class
room means, in a broader sense, making the best use of the
educational capacity of the community and the best use of
what families and society offer. It’s not that teachers alone
are responsible for education. Educators should put more
trust in the abilities of the local community, and this natural-
ly leads to the idea of community cinema.

Taking children out of school is quite difficult in the school
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situation today. It's not easy at all, and one reason is the time
limitation. However, there are occasions when children go on
field trips, for instance, to an art museum, a library, or a
museum. Maybe by relating films to such trips to art muse-
ums, children can rediscover films and compare them with
paintings. In a library, which has many picture books, chil-
dren can compare films with picture books containing few
words and only 10 or so pictures. The question might be
what's the difference between the impression you get from a
picture book and the one you get from animation; and that's
easy to answer. Motion is critical to the nature of film.
Documentary films of each region are stored in the area's
museums. In Gunma, there are wonderful documentary
films, including those about the history of raising silkworms
or about traditional wheat threshing. We often show these to
children. These films show sights and climate patterns
Japanese children are familiar with, and it comes as a sur-
prise for them to realize how much the sights and the climate
have changed in only 30-50 years. It is not so difficult to
move from documentary films taken in the local community
to Robert Flaherty's Nanook of the North. 1t is usually quite
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a discovery when children learn that there’s a genre of film
called "the documentary."

No matter where films are shown to children, it matters
most whether it is during or not during school hours. If it's
not during school hours, it's basically the kids' free time, free
from the control of the board of education. During this free
time, parents or guardians, perhaps with the help of the Japan
Community Cinema Center, can take the children to a film
theater or a museum; this is what can actually be done now.
During school hours, however, whether inside or outside the
school buildings, the school administrators have control. It's
probably not appropriate to say this, though. Therefore, no
matter how good an event we plan, if it's during school
hours, it all needs to be approved by school officials and the
board of education. This is a line that is hard to cross.
Nevertheless, when we consider "Children and Film," we
should consider how things really work for the children, not
simply whether we should stand with the schools or with
those showing the films.

Education at elementary and junior high schools is compul-
sory. That's why it's hard for us to avoid the rules of the
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boards of education and the Ministry of Education, Culture,
Sports, Science and Technology. That's why we should con-
sider everything: what can be done during the school day,
what can be done after school, what children really want, and
other things such as these. I think this is the key point when
we think about "Film and Children." Even if those who show
films say they don’t want the schools to teach films incor-
rectly, they're also concerned about what makes schools take
children to film theaters or about how they might get
involved in the schools. In my opinion, those who show
films may not fully understand the present situation of chil-
dren. Some are creating attractive programs and holding
workshops outside school hours. But, such actions are bound
to be limited attempts. Unless the school administrators
make bold changes in educational policy, it will be impossi-
ble to develop film education within the school curriculum,
and it will have to be conducted outside of school.
Filmmakers musn't dwell on the circumstances of films
alone. Those in education musn't dwell on the circumstances
of education alone. Simply speaking, it requires mutual
understanding. It is important to pay attention to each other.
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When I work with Gunma teachers, I always feel that they
immediately want set structures and correct answers. That's
impossible, because the situation has been ignored for gener-
ations, and things have completely broken down. So, even if
the teachers want a one- or two-year film study curriculum,
set structures cannot be easily put together.

This is also true of those who show films. I don't know
whether or not this sort of metaphor is appropriate, but sup-
pose that there's an earthquake and a house is destroyed. The
house is a pile of rubble. It's not difficult to remove every-
thing all at once using heavy machinery. But, it takes a lot of
time to manually recover the parts one by one and then
rebuild the house by putting things back where they belong.
Shouldn't we, first of all, realize that we're looking at a pile
of rubble and that we cannot do everything at once? We have
to do what we can, where we can, and how we can. This is
brutally honest. By building up best practices, children, as
well as adults, can learn from film education and filmmaking
something relevant to their lives. There's no other way but to
build up such a social consensus. Even if the schools try to
do everything by themselves, they can't. If local communities
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understand the crisis and how it relates to the various media,
things might change little by little. But those within the
schools and those working hard outside of them have some-
thing in common: they want to show outstanding films to
children. That's what they both want.

Putting Together and Distributing,
"Films to Show Children"

On a page at the back of the leaflet, there's a short list of
films we want children to see. The list is short, because the
films listed are only those that can actually be shown now.
The first thing that should be done is to make more films
available and make them accessible to everyone. In conjunc-
tion with the National Film Center in the National Museum
of Modern Art in Tokyo, the Agency for Cultural Affairs is
sponsoring a special program called, "Outstanding films
appreciation promotion project.” This is a traveling program
that will be taken nationwide showing a series of master-
pieces from the history of Japanese film. This program will
make stops at some 190 sites all over Japan. This is a won-
derful project. Also, the Film Center has organized
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"Children's Cinema" during spring and summer vacations in
recent years. This event is intended for children and their
parents. The organizers have made an attempt to examine
ideas by introducing children to traditional masterpieces.
These are just examples, but I think these are both good
attempts that actually bring films to community cinemas and
public halls. Once this kind of project has begun, it will gen-
erate more opportunities to show and teach films to children.
In fact, it is difficult to show a 90-minute or 2-hour film
within school hours. Using a short, animated film as a teach-
ing tool, of course, might be effective, but it is also insuffi-
cient. In consideration of the time problem, what might be
done in schools is to show films on DVD. If a class period of
45 minutes is not enough for one film, teachers may want to
divide the film into three parts and watch one part in one
class period. It would be good if school libraries had DVDs
for film education, but teachers often aren't sure what films
they should purchase. And, of course, schools don’t have
overflowing budgets. Therefore, my idea is for the Agency
for Cultural Affairs to put together a package of films for the

program "Film and Children," something like Outstanding
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films appreciation promotion project, and take it to many
places around Japan. At the same time, the Agency should
put the films on DVD and create a resource kit to teach the
history of film. These could be placed in school libraries.
This would be an Agency-produced DVD series for film
education. I think the various schools and boards of educa-
tion would be eager to have it. Some teachers, correctly,
worry about copyrights and hesitate. But that means the
schools would be more enthusiastic about a DVD series
whose copyright issues have been properly solved by the
Agency or by the Film Center. I believe a series such as this
would be useful not only to children, but also for the devel-
opment of film librarians and other people showing films, as
well as for teachers doing research and making teaching
materials. The development of teachers who can teach films
to children is a big issue, too. But, we can do that later. It is
more important to first have something to show - the films
themselves. The Agency should create such DVD packages
and provide them to teachers and communities. The original
films should be shown in community cinemas. These things
should take place concurrently.

Bunka-Cho Film Week 2007

We shouldn’t be suspicious of each other. In working
toward projects such as "Children and Film," we should tena-
ciously do what each of us can do best and unite our actions
slowly. Let me repeat, whether people are engaged in film
presentation, school education, or child raising at home, we
must remember that children are in crisis. That means adults
are in crisis, too. The reason is that films are in crisis. By res-
cuing films, we also rescue the children. I trust this is the
mission for all of us involved in film and education. Thank
you for listening.
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Presentation: "France's Cinema for Children: Le Studio des Ursulines"

Louis-Paul Desanges (Director, Le Studio des Ursulines)

Recently in France, film education has been growing in
popularity, and the people working in this field say they do
not want to show children's films; instead, there are films
that they wish to show to children. Visual education is also
important for society, and not merely a minor issue for only
the film world.

France's Visual Education
1) National System

First, regarding France's film education system, I would
like to speak of the framework which carries out essential
roles. Established in 1945, the National Film Center of
France (CNC) is a public organization under the jurisdiction
of the Ministry of Culture generally integrating film industry
and film culture. In France, a portion of the revenues from
film, television, etc. are allocated to CNC's budget, and the
sum total has become quite vast. A percentage of cinema

admissions revenue is also automatically given to CNC
through a system that has come to resemble, as it were, a
direct tax. This revenue is set aside as financial support for
French film promotion. I believe this system is something
characteristic of France.

CNC is also supportive of visual education. There are pub-
lic facilities, such as schools, as well as private organiza-
tions, such as cinemas, which conduct visual education
through their activities. In France, many affiliate cinemas of
the organization, Art and Essay Cinema Association
(AFCAE), focus on conducting screenings specifically tar-
geted toward children. Before, the only films children could
see at the cinemas in France were Walt Disney films, but in
recent years there has been considerable effort to show chil-
dren a variety of films. France's visual education has devel-
oped into different forms, starting with its promotion through
the cooperation of the CNC and Department of Education.
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As director Oguri has stated, the realms of education and cul-
ture are often in conflict, but various organizations in France
are conducting direct and indirect activities linking the
worlds of education and film.

First, an introduction to film education with regards to for-
mal education. Within formal education, there are activities
within school and activities outside of school.

- "Elementary School and Film (Ecole et Cinéma)"
program and "The Children of Cinema Association"
One of the many facilities active under the jurisdiction of
the CNC is "Les Enfants du Cinéma (The Children of Cinema
Association)." CNC's film education enterprise has created a
program differentiated by respective age groups: child, ele-
mentary school student, middle school student, and high
school student. At the youngest level, ages 3-10 years of age,
children are acclimated to watching films, the main purpose
being to intimate children with film arts centered around
showing them various films at "the cinema." Watching films

at the cinema is a fundamental embodiment of film culture
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and is not about perceiving film through its content.
Communicating to children that film is comprised of a
screening and appreciation element is important to consider.
Many people sharing the personal experience of watching
films at the cinema is also an important component. It is
essential to watch films together with people, not watching a
DVD alone at the house.

CNC's elementary school program is called "Ecole et
Cinéma (Elementary School and Film)" the administrators of
which are responsible for "The Children of Cinema
Association." The CNC prepares approximately 50 films for
elementary school students and through the cooperation of
"Elementary School and Film," regional schools and cinemas
select films they wish to screen, adjusting their program to
each school, class and neighborhood cinema. In this manner,
films are appreciated at the cinema during class hours.
Among the list of films of 2006 are Michele Ocelot's Princes
& Princesses, Hayao Miyazaki's My Neighbor Totoro,
Robert Siodmak's The Crimson Pirate. The list comprises of
a variety of films from many countries such as new animated
works, short films, classic masterpieces, among others.
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Yasujiro Ozu's I Was Born, But...and Isao Takahata's Gauche
the Cellist are also included. It is essential that children come
in contact with many types of films, just as it is essential to
have materials available that enable the discovery of how a
film was created, by which director, the state of affairs of the
film's source country and the era during which it was made.
The Children of Cinema Association sponsors a free program
that produces for each work children's film appreciation
cards (picture postcards) and guidance textbooks for instruc-
tors. The film appreciation cards leave a memory of their
favorite film with the children. Throughout France in 2007,
6000 schools, 23,500 instructors, and 545,000 children par-
ticipated in this program and watched an assortment of films.

The program for middle school and high school students
generally operates in the same manner. The list of "films for
middle school students" is selected by instructors, film crit-
ics, and film professionals totaling approximately 40 films
every year. Similarly, a total of approximately 20 films are
selected for the "films for high school students" of which
35mm prints and handbooks can also be provided. Presently,
as children are taken to the cinema by the schools' instruc-
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tors, training for instructors who teach film is also important.
At the Children of Cinema Association, instructor training
programs are also conducted. Previously, instructors' partici-
pation was at their liberty, but now it is required as it has
become possible to undertake training during campus hours.

There are three important points for establishing a film edu-
cation program within formal education: 1) government
financial support, 2) the presence of organizations (associa-
tions) endowed with experts who precisely conduct the daily
affairs and design of the program, and 3) the existence of
cinemas which put the program into practice. These three
points in conjunction with one another, can implement a pro-
gram through which a collaborative connection with regional
schools accumulates.

- Association activities: Art and Essay Cinema
Association (AFCAE)

Next, I will talk about visual education conducted apart
from schools. In France, the "Art and Essay Cinema
Association (AFCAE)" is an alliance of art house cinemas

where films by creators who differ from so-called "major”
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films and diverse works from various countries are screened.
Many cinemas focus their efforts on attracting children and
young audience members. The alliance first created a catalog
of films they wished to screen for children. The film catalog
has grown to 300 films which can be screened in France con-
sisting of the latest films as well as films ranging from
Chaplin to Tim Burton. Distribution companies also benefit
as bookings for these films increase and the catalog becomes
a wealth of information for cinemas that intend to bestow to
young audiences the best of the "7th Art."

Also, within the association, a booklet entitled "My Little
Film Collection" is produced for young audience members. It
is a film guide full of illustrations and made to be easily
understood. This booklet is free of charge to all cinemas
which join AFCAE. Through the publication of quizzes and
information, the enjoyment of film is prolonged, works
become remembered, and by putting their own thoughts
about film into words, young audience members can attempt
to tell someone of their private opinions on postcards that are
included in the booklet. Moreover, the association also holds
a conference every year called "The Meeting of Young
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Audiences and Art Films" which attracts an annual average
of 300 participants. It is an opportunity to take a better look
at, and to think about the relationship between children &
film and the current activities that are being conducted. At
the conference, symposiums and workshops; private screen-
ings of films to which the creator is invited; and more are
held. It is a place of invaluable discourse for those who sup-
port the stimulation of future generations of cinema audi-
ences through various films.

"Equality Created by All Films" were words spoken by Jean
Renoir to describe that what is easily accomplished in Paris,
is difficult in outlying regions. It is important to create
opportunities in which the equality created by film can be
appreciated. AFCAE, in order to boost the likelihood of
screenings of a variety of films in the local regions, conducts
preview film screenings (private showings) aimed at local
cinemas, their partners, intermediary agents, and various
people who hold distribution potential. Furthermore, through
the use of the AFCAE network of cinemas, the booking of
outstanding works is a collaborative endeavor (a systematic
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partnership that eases the smooth circulation of prints). This
collaborative system, in 10 years of operation, has become
recognized through the support of the CNC and the Ministry
for Youth and Sports. Making the effort so that works can be
easily screened at regional cinemas and can tour various
locations, through the use of this "film library," is an essen-
tial matter. Older Czech children's films which were consid-
erably difficult to screen at outlying regions are also included
in the catalog I spoke of earlier.

2) The Case of Paris
- "La Mission Cinéma (The Mission of Film)"

Up to this point, I have spoken about the initiatives that are
conducted at a national level, however, I will now introduce
the initiatives of Paris which, among local regions, is a spe-
cial city. Paris' film education is administered by an organi-
zation called "La Mission Cinéma."

Previously, I spoke on the subject of the national level film
education operations of the CNC - "Ecole et cinéma
(Elementary Schools and Film)" and "Collége au cinéma
(College with Cinema)." However, at La Mission Cinema

RYFV FEHEHEREO T [ZMo 2 £ (L'Enfance
de l'Art) | 7075 AMICHEMMAELEZLTVET, 2O
707 T MITNICH 2300 BB fEAEHEL, FELHD
Tur53I Vs LT EROKRBICEBT S0 DT,
IPHZTEICI0BAOB %8 3, 2@ [L'Enfance de
TArt] \AEMSHBE LT 83 RZ20KKE MAH— Fik
301 —w, KA — FIZFE0L—0) 3. 775 LI1CH
TN LWL THIE E OB TH AR —1a (KAR
LOK1/3) THRAEZENTEFZT (FNIC. ARV Y ILA
Ry FRaE S GRS H5),

COTAT T AE A VTARYTF VB S A E
bFLEHOBEDDOEEED L. EHITEY T LN
FTRTCOBTERZDOTUY S L2 EZ DRI N F—
ZRHoTWEDIITIRRVDT, £ VF 4 RYF 2 L
MEREHTTUr 5 I v 7% LT, ZOHM 5 ZWE#EA -
WAVER 2 REBICLE Lize 4 V74 XY F ¥ ML A
SPH T LW A2, iy sy 2 L, RETH
NEHBEHETOMHRDL LTVET, co7ar I A28
LT 2 B i 13 KA LR B3 ~40 T & [ o Eps %
LEd, FELALBITIIHFET, 2y 2 —XTHLEMN
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various activities are held with the cooperation of a a few
associations which support the enterprise and make it effec-
tive. Three associations within the city of Paris, "Les
Cinémas Indépendants Parisiens (Paris Independent Cinema
Association)," "Un cinéma du coté des enfants (Children's
Film Association)," and "Enfances au Cinéma (Childhoods
with Cinema)," work together in this enterprise to implement
activities of key educational value by conducting training for
instructors who show films to children and by showing chil-
dren high quality films with the cooperation of Parisian cine-
mas. Between 2004 and 2005, over 23,000 Parisian children
from kindergarten to middle school levels were able to watch
films at neighborhood cinemas within the city.

La Misson Cinema actively supports film education pro-
grams outside of schools. For example, La Mission Cinema
lends general support for the "L'enfance de I'Art (A
Childhood of Art)" program initiated by the Paris
Independent Cinema Association. This cooperative program
of 30 nearby cinemas within the city selects around 10 films
every three months to screen as children's programming on
school holidays. Yearly membership registration to A
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Childhood of Art for children and their families (Individual
member's card: 30 euros/year; family membership cards: 50
euros/year) allows viewings of films included in the program
at every cinema for a 3 euros entrance fee, around one-third
the price for adult admission (special events and bulletins are
additional benefits).

The program was realized through countless meetings by
the Paris Independent Cinema Association for the benefit of
child audiences. Because promoters do not have the time nor
the energy, programming is done within the association, and
each cinema selects works to be screened from this program.
Every three months, the association selects films, contacts
distributors and if necessary gives introductions at each cine-
ma. Participant cinemas of this program generally conduct
screenings for children three to four times per week. Due to
its popularity with children, Childhood of Art screenings are
held a number of times per week at Studio des Ursulines as
well.

On the basis of CNC's support for youth oriented special
programs, started in 2002, this program recently conducts
enthusiastic initiatives distinct to each cinema. There are also
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cinemas that hold special programs for children, and their
accompanying events, every Wednesday and Saturday. Now,
support of Paris' La Mission Cinema has become essential.
Moreover, La Mission Cinema supports the children's pro-
grams conducted by Studio des Ursulines (5th District), and
its collaboration with school cinematheques in addition to the
monthly meetings entitled "Films for Small Children" held at
town hall auditoriums targeted at nursery school children in
the 1st, 3rd, 4th, and 11th Districts. Furthermore, with the
cooperation of AFCAE in 2005, "Mon Premier Festival (My
First Festival)" was started. This is a completely new event
aimed toward viewers 3-15 years of age and their families.
Also, La Mission Cinema supports various workshop within
the framework of, but not beyond, a school's curriculum.
Within the curriculum, a film experience class was imple-
mented at four Paris city middle and vocational schools in
2002. Started between 2002 and 2003 by screenwriter,
Claude Mouriéras, "Tribudom" is a distinctive project where
elementary school students (priority given to schools of
District 18, 19 and 20) are assigned to create short films
based on their lives inside or outside of school. Every year,



W S (20044E121322,000 A DT3B N) % E T,
20044E9 HIC8 ) R0 AE 2R &L, Iv¥a v - ¥4
<IE SRRSO VT OHEEBEBEDVD (B 857 T—
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(Le CINEP, Les Cinémas Indépendants Parisiens)
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E)0I) BREZFODH), FHORZ 420N, #amdryHALN
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150 students from seven schools participate in this project
and their works are compiled into DVD as well.

Outside of class, an "etching pictures on film" workshop is
held during school holidays for children (four to six years
old) at District 11's "I' Atelier de la Bonne Graine." In order
for children to discover film for themselves, it is best they
create it and it is for this reason that these kinds of activities
are conducted everywhere, and various organizations exist to
support them with the cooperation of film production staff in
many cases.

Furthermore, La Mission Cinema attaches great importance
to the support and cooperative relation with specialty visual
institutions which carry out essential roles for visual educa-
tion. For example, as extracurricular activity, there is a film
presentation (22,000 children participated in 2004) held at
local cinemas conducted by "le Forum des images" (where
40,000 children attend every year) and Robert Lynen' s cine-
matheque (school) in Paris.

In September of 2004, to commemorate the 60th anniver-
sary of Paris' liberation, La Mission Cinema produced an
educational DVD (Produced by: Pathe-Gaumont, Supervisor:

7V P RMEFIHA T KD X ) LI E2EB LTV T,
Ot & HHE LA T BT 2720, BEBRLUEFEM
K. BEORES, MAEBRREFET D, BREZRML
BRERK.
OTELDOD LB . ZOBMAMBEOBLEHIZX 5T &
b [V WL oD 4F L eI B2 5000 2 34 % . 60,000 A4
BILETELIENTOET, FUEH T, PRITE
DTN —=TIHT B4 BBt & I > T E
9o 72, ST & BEE L 72LEnfance de I'Art -Cinéma d «
COMENA =V T T4 T2ES5TIToTWVET,
OWEEE T 2 HHEOME - BT, #HOFR 707
FTEDF—FF A4 X,
OFEDBLHLITEATT 2MFR A — Fie EOER. £8I%
TOTVEYTF—VaryRF4 Ry vary, HETOD
WHE V- vavTOF—FF AL X,
OMBELTW2EIY (26fF) ZdbHAHADT &, BMEHKE
ZBD B EAGRARWIZET. . TR 7 A =Rl
LRy FT—27 DR,
iE. 2N - A U F A RYF Y P BEfEG SO HBEREZ
LTwEd, SY &, 75 ¥ Z2DOMOH ) OWLmif & 2R
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Historian Andre Kaspi) about the liberation of Paris which
was given as a gift to 85,000 middle school students living in
Paris. This was distributed free of charge throughout the city
to history teachers, reference & information centers within
middle schools, and public libraries. An educational DVD
currently in production concerning the liberation of concen-
tration camps is planned to be distributed to high school stu-
dents living in Paris.

- Paris Independent Cinema Association (Le CINEP)
"Le CINEP (the Paris Independent Cinema Association)"
was established in February 24, 1992, and currently boasts
participation of 26 art house and independent cinemas. This
association has conducted various activities for children
since its establishment. Its purpose is to create opportunities
for children to experience the art of film and to increase the
discussion regarding what kind of meaning films has or
should have for contemporary children and youth. The Paris
Independent Cinema Association has implemented the fol-
lowing range of activities over the past ten or so years.
* Assembling educators, training specialists, film produc-
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ers, researchers and so forth in order to exchange opin-
ions and form a consensus for the successful cooperation
between film and education.

*Screenings for children: The annual number of screening
of films for children by cinemas participating in this
association has reached a total of over 500, with as many
as 60,000 children attending. Each cinema also proac-
tively holds special screenings for each school group.
This association conducts initiatives under the A
Childhood of Art program, of which I spoke earlier.

*Organizing the editing and publishing of books related to
film education, and instructor training programs.

*Organizing the the creation of booklets and cards distrib-
uted to children; presentations & discussions at each cin-
ema; lectures in the classroom; and workshops.

*Formation of a network among distribution companies,
research institutes, associations, and advisors involved in
film education, and of course, participating theaters
(26 theaters).

I am the secretary general of the Paris Independent Cinema
Association. Cinemas in Paris have a completely different
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circumstance from the cinemas in other regions of France.
There are a great number of cinemas in France, so the com-
petition is intense, and every independent cinema has been
troubled by the appearance of the cinema complex.
Accordingly, I think we must find a distinct solution and
continue engaging our vision of the cinema. The type of film
we feel we want to show for children is not screened at cine-
ma complexes. Even if a film intended for children is shown,
it is only a major release. As independents, our cinemas must
possess unique qualities. Is this not what everyone might call
"community cinema?" As independent cinemas, we conclud-
ed that we must be interested in film education, and planned
to differentiate ourselves from cinema complexes. This has
now turned out well. Adults come to the cinema with chil-
dren. This has also been a method, in terms of regional cine-
mas, for creating regulars customers from the local populace.

3) Activities of Studio des Ursulines
Studio des Ursulines, established in 1925, is the oldest cine-
ma in Paris. Armand Tallier and Laurence Myra, who were

actors at that time, intended to create a new type of cinema
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which had not existed then in Paris and selected the quiet
"Ursulines Street" as the place to build it. Their goal was a
cinema where screenings of avant-garde works were possi-
ble, targeting cultured people and audiences with refined
senses. In this way, the avant-garde film was born in France,
and the first "specialized" cinema, "Studio des Ursulines"
came into being. The first screening at Studio des Ursulines
was conducted on January 21, 1926, and it is said that on this
occasion, André Breton, Man Ray, Fernand Léger, René
Clair, and others were seated in the audience. Armand Tallier
introduced films whose heart and soul could be felt, making
a clear distinction from so-called "commercial films" and
released Andalusian Dog at Studio des Ursulines as well. He
also took part in planning activities to advance the produc-
tion and screening of films of high artistic and literary quali-
ty in the 1950s. AFCAE was formed in 1955 as part of these
activities, and Studio des Ursulines became the first cinema
for "Art and Essay."

In March, 2003, Paris stepped in to begin joint management
with the L' ARP ("Film Directors and Producers Association
of France"), and since then, the mission has been to screen
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select films for "child audience (Jeune Public)" living in
Paris and to provide a place to have children discover the
diversity of films by creating regular opportunities for them
to meet film creators.

Studio des Ursulines, the "Children's Cinema," is fulfilling
an important role as a place to inform valuable culture to the
next generation by showing an assortment films to children.
Screening films is the foundation for visual education. It is
not exaggeration to say it is a struggle to maintain a diversity
of cultures amid the expansion of globalization. It is essential
to make children discover the diversity of cultures through a
variety of films. There are good works among Hollywood
films, but apart from these, films from France, excellent
films of various regions of the world, and various films
important to the history of film is what should be shown. We
consider the screening of various films from various counties
as important.

Based on this keyword, "variety," we hold various kinds of
programs. 10-15 newly released films are shown per year.
Among these are European animations from Spain, Germany
and Belgium, American animation and Japanese animation.
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Of course, there are live action films, too. In addition to pre-
miere-like releases of these new films, Studio des Ursulines
is also screening important classic works in the annals of
film which should be called film inheritance. And there are
screenings for little children, as well. In the programs called
"Awakening to Film" and "My First Film," approximately 45
minute length films are chosen, which children 3 years of
age and older are able to see. It is deeply moving to witness
the moment when they are touched by their first film at their
first cinema. This is one of the joys of our work.

In terms of special screenings, a showing of Yasujiro Ozu's
I Was Born, But... accompanied by a piano performance,
silent films with musical performances, etc., are also con-
ducted. Additionally, round table discussions with filmmak-
ers and talk show events with invited scriptwriters or creative
staff are often held. The children like these ideas very much.
That is because they can discover people who make film. At
the same time, we are able to indicate to children that "film is
a living art."

A problem arises of how subtitles should be handled when a

film is screened for children. Do we provide subtitles or
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dubbed dialogue? As much as possible we would like to
screen a film in the original language with subtitles.
However, the problem becomes whether small children can
read subtitles or not. If they are over 7 or 8 years old, they
can watch a subtitled film with the original language, but
younger than 7 or 8 year old, it becomes more difficult. In
many cases, they are released in both a subtitled and dubbed
version. Even if it is an animated film, the subtitled version
and dubbed version are shown in order. When My Neighbor
Totoro was screened, the subtitled version was screened on
Saturday night, and the dubbed version was screened on
Sunday night. In the case of France, due to the generally
poor quality of the dubbing, subtitles have become preferred
now. Although dubbed films were popular in the past, the sit-
uation has become the opposite.

Studio des Ursulines is not open every day like normal cin-
emas. It is open on holidays for children, that is, Wednesday,
Saturday, Sunday, and vacation periods such as summer and
Christmas. On other days, it is used in screenings for school
film appreciation groups. On days other than Wednesday,
Saturday or Sunday, a screening for schools or kindergartens
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can be conducted at any time. Because Studio des Ursulines
is a cinema for children, there is no sense in being open dur-
ing the hours that children cannot come to the cinema. This
was also an economical choice. Traditionally, cinemas do not
screen films at the hours people do not come. Since our cine-
ma is for children, we decided to be closed except on school
holidays.

- Film Commentary and Workshop

What we always give serious consideration every time we
screen a film, is to conduct commentary about that film. This
is different from other cinemas where, due to time con-
straints, the film is introduced for two minutes before the
screening. We feel "communication" to be essential.
Someone will come to comment on the film for you.
Children who hear even a brief explanation when they watch
films clearly remember more than when they watch a film
without an explanation. Watching movies is like eating ice
cream. People will have a better impression of an ice cream
recommended to them rather than one that was not recom-
mended.
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Within the city of Paris, there is "Mon premier Festival (My
First Festival)" and the "Paris Cinema," an event jointly held
in June by the city's cinemas, in which Studio des Ursulines
also participates and welcomes many children.

Workshops are also conducted where, for example, [chil-
dren] draw pictures about the film they have just seen and
workshops in which they create films by etching on actual
film strips. In other words, we attempt to make them discov-
er film through practice. Due to this practice, children truly
become enamored of film. The person who found the tech-
nique of directly etching on film was Norman McLaren. 2
seconds (48 frames) of scrap, used film are given to the chil-
dren, and using pencils or pens, pictures are scratched onto
the surface of the film. These are then projected. Through
this film etching workshop, the transparency of film; how
images continue into one another; why 1 second equals 24
frames; the afterimages that remain in the retina; and more
can be explained to children.

- Necessity of official support

Studio des Ursulines is also recognized internationally for
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the high quality of its visual education activities. Constant
preparation is required to maintain the high level of these
activities. Studio des Ursulines routinely conducts exchanges
between various associations related to children and teachers.

Moreover, Studio des Ursulines asks professional children's
administrators to keep the average admission fee low includ-
ing not only children's admission fees, but the admission fees
for adults who take children with them. Additionally, we are
considering to extend, as much as possible, the time period
the same film is screened. This is just the opposite circum-
stance of today's entertainment industry. In recent years, the
life span of a film at the cinema has been rapidly becoming
shorter. While it might be true that a long time period does
not equate an increase in revenue, all we have done is merely
spend money. If we did not accept a variety of official sup-
port, we probably could not continue these activities. Every
year, we receive financial support from the National Film
Center of France. Basic support for Art and Essay cinemas is
included as is additional assistance for cinemas which target
young audiences and those with difficult programming. We
also receive backing from the city of Paris and the Film

86  Bunka-Cho Film Week 2007

Directors and Producers Association of France. Further
financial aid is received from a European Union level operat-
ed cultural support organization called "European Cinema."
It is a system in which financial aid increases as the audience
numbers increase. Currently, the rate of official support
accounts for 50 percent of the total income of Studio des
Ursulines. This is extremely large. This kind of work could
not exist without official support. In France, education offi-
cials and film press jointly advance visual education enter-
prises. Many people from the world education, who are not
necessarily film specialists are involved in this project.
About same number of film professionals also cooperate
with this project, conducting various workshops in order to
train educators. This, also, could not exist at all without offi-
cial support.

4) In conclusion -To share a conviction

One thing we want you to understand is that it is necessary
to meet a few requirement in order for a visual education
system to have consistency.

First is official support. A film education program is an
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activity that goes against market principle. Commercially,
only about 4-5 films intended for children can be screened
each year. Therefore, official support is essential in order to
implement a substantial film education program.

The next necessity is a "showman (exhibiter)" who will uti-
lize their own energy and initiative. This person must truly
have the energy for these children oriented screenings. The
same goes for workshops - a great effort from the showman
is also needed. Furthermore, school instructors with a true
sensitivity toward film are to be sought. Needless to say, it is
important for the showman to have an affinity toward film.

The activity of various associations involved in this enter-
prise is also essential. This kind of work is very difficult and
the demands are high. An association assigned to gather and
coordinate various people's ability and energy is essential.

Sometimes it is difficult. Since the world divides education
and film as being different, a situation in which the intention
is not communicated well will require an effort for mutual
understanding. In such a case, it is key to possess a belief -
the belief that film culture is not a simply a commercial com-
modity. We must not treat film as a product like yogurt. Film

Bunka-Cho Film Week 2007

communicates something significant that yogurt does not
possess. This is the belief that should be held from the begin-
ning. Moreover, high quality films are shown to children not
to bring in profits to the film industry. This will eventually,
as audiences grow up, bring profits to the film industry, but
this is not the direct intention of what is being done. The pur-
pose of this project is to communicate to future generations
the key to understanding the world, to find the key to under-
standing themselves, and from there, to have them under-
stand what we have done. These things can not be measured
in figures. However, might this not be an important task to
impose on greater society? The people involved in visual
education in France share this conviction. Here must be the
starting point. Sharing the same conviction, we believe, is
most important. It is not a matter accomplished in one day. It
should be done with energy no matter the years it takes. It is
essential from the beginning to have a conviction that visual
education is a fundamental and important task for society
and that these tasks will decide the future of the world.

Bunka-Cho Film Week 2007
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One thing is, in the decade or so that I was involved in the
Film Exhibition Network Conference (the predecessor of
The National Conference of Community Cinema hosted by
the Japan Community Cinema Center), I came across the
issue of "children as audiences." At that time, most of the
people in the film industry did not consider children as a cat-
egory of audience. For example, looking at this year's TIFF
program, there has not been a consideration for a system to
allow children to access films. Basically TIFF does not seem
to take children into consideration, but the festival's sister
event, Minato Screening, is hosting free outdoor movies for
families and parent-and-child audiences. Meanwhile, the
London Film Festival, which is held at about the same time
as TIFF, is hosted by the British Film Institute and this year
has its 51st outing. They have education programs and edu-
cation events, which allow children to access the film festival
and to do something together, such as free screenings for
many films in the festival before the usual screening time,
and workshops. Of course not every film festival has educa-
tional programs like this, as it is depends on the nature of the
film festival.
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Bunka-Cho Film Week 2007

The starting point of film education was a sense of crisis:
the situation of local screenings was facing real difficulties
and the trend has continued over the last ten years. When we
sought out a new potential or new framework, we realized
that although Japan had conducted various trials there was no
proper system in place. So we proposed a principle of "com-
munity cinema" using French and German cases as exam-
ples. We put the idea forward first, then tried to take another
look at film screenings from the viewpoint of community
and cinema. An issue of screening to elderly was also raised,
but we came up with the even more important theme of an
education program as a link between children and films.
There were few screenings targeting children at that point,
but surely there must have been different possibilities? In
other words, we thought an educational program was neces-
sary to sustain future film culture and to enrich it. Children
are part of the current audience, but at the same time, they
will comprise the audience of the future. We wanted to nur-
ture them, well, nurture sounds self-important, but we want-
ed to bring up audiences with the foresight to come into con-
tact with various films from different countries. From the

Bunka-Cho Film Week 2007

89

g

199

SPEH-ebE - MHEBE B T

198 oAne.

"

> > B B SRR

12002 Bunasw ofjol

=D > Bl BB

I 2002 Bunes| okyoyr

\wN OV LEREE R Jieeid

o
£
=
=
o
v
$24
=
°
=
3
-
©
@
o
<
=
o
°
3
<
o
3
=
)
3
N
o
°
~

VNN L s N e U B E A NER T

B

L00Z UOJJUSAUOD UOISSIWWOD Wi4 Oyd-exung




R ETHHDLDTY,

bHHA Bl ETETHILLEMES R 2D, B8
FOHDKT R 5 TODERFITHT AEBERDOHH 5,
BHEBG L GNOMENS WL ZL&d | v HEE%
RBLESHY F L7z, 7272, TELE-DbIYEIT, 7275
WL 2 B2 720 Tld e, FEBRLIMPEELL EWV
VDT T U—F O RFEDEL DS o2DT, 75
YARAFY A, ENIZBWTHAEL L. BN 236 % 45
D, FWTERELTLHIEWVWIT LR RSTEF L,

FREEOROME

BB EBEICT TV REAFY Z0OWEEL-EZA, HE
LRIEBEALHEBIIZORVE) ZERLALVD Y R F LM
HY. BNCKREZHIEE®RDVE L2, 79 VAT,
INERRD S AR B F THIETE OB A O I WL % 2
RBEV) ZEMMART N, ¥ TTEL BT /0
—FFBLI BT LdfibhTwEd, CNC (75~ 2 H
VMEE Yy =) B[ YarX-¥aT)y s ]|, Fhit
[FELDOBEZ] LVIHIBERTTD, ZI0IHWaZREL.
FELITH LT Z ET 22 LICFHEZE 2 TVET,

BzIE, AT —2 - 75— XTIREIETLLHEE
FIRSEATICR > TV ETA, ZOHT, Y2V X - EaTs
Yy 7T OMEZ EMLTHwEY, YEARTF—2 - 75
t—ATRZEDOEZ ¥ a VIZHEMT—<2H Y. 4HEIL
[RAiZ. W, Vo 2VEZITVED? | L) F—< T,
FALRY) y TRARELS 2T —~< L Lz, 83834
FDSEIERMEAZMAEDETEMLTVE T, S4ED
B, R 79 Y RCHELTWADOTEA, Y30y 23
I—VFRRTH Y2y X - EaT) vy ZEiFI ) —Zomt
B EBDSSHENTHE Lz, 75 Y ATRR, Z9 W) &
TEHNP>TVEDTY,
BADEGEE, HHREHH»S (M| twHEz
TCifo T, S FEFHRAAZMHD. BAEIZKICEITHH0
LV TEEBRLTVDEZATY HRDEREE TIE.
ZEMOTEIIEEME TR LAMARTRTE S, W72
FTHRAFERR T VAB Ao TVETA, 44, 23 2=F
4 YA ELTIE, B2 R— 22 LT & 725 WL
ERAEZ), 7= a v TETHEN) ., EBMIBVT
DFEDBLEDODHEDLIEVI{ DEEZTVE LT,
ANEHEPEBNE. B O/NERT, EOREE LT mL

screening side, that is also necessary in order to show what
they want to show and to see.

Of course when we consider the problem of films becoming
homogenized and less diverse, and the reduction in quality of
audiences, we needed to think about "Film and Children"
from a different angle to the classroom. Except, when
involving children, we did not know how to approach them
or what methods there were to convey something other than
just showing films, so we carried out research in France,
Britain and Japan to collect concrete examples and have
made various places to try them.

Films in School Education

Nishijima: When I carried out research in France and
Britain, I found out that there were systems in place at a
national level, besides which Japan pales in comparison. I
had a sense of failure at the beginning. In France, teaching
films is integrated into the framework of school education
from primary to high school, and they also engage children
outside of the classroom. CNC (Centre National de la
Cinématographie) have a concept called "Jeune Public,"

Q0 Bunka-Cho Film Week 2007

which means 'child audience' and have a budget for showing
films to children.

For example, La Cinémathéque Frangaise hosts various
events in tandem, including screenings for Jeune Public. A
section of La Cinématheque Francgaise has an annual theme
and this year, the theme is "Where am I now?" showing a
combination of different films from different countries with
stories on subjects such as time slips and mysterious places. I
was staying in France this summer and at Institut Lumiere in
Lyon they had film screenings for Jeune Public as well. So,
such a concept is already established in France.

In our case, we started various trials in accordance with the
idea of "Film and Children" and currently we are debating
what to do next. In Japanese school education, "Art" only
comprises of fine art and music and excludes not only films,
but also theatre and dance. At the beginning, we at
Community Cinema were thinking about engaging children
outside of school, such as showing films and workshops
based on cinema.

The director, Mr. Kohei Oguri, has been working with
teachers to coach them in visual images and films as a sub-
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ject at primary schools in Gunma. It started as a study group

and now it is part of the lessons proper. In Japan, in order for
the films to be taken up within school education, the
Ministry of Education, Culture, Sports, Science and
Technology (MEXT) must change the Government Course
Guidelines, but currently this seems unlikely. Rather, the
trend is to cut the time for integrated study. Also, not only
MEXT but also parents' concerns lie more with the decline of
academic achievement and we cannot see a space for the
films to filter into school education today. Mr. Oguri said we
should do more, even in a difficult situation like that.
Community Cinema also has begun to raise the idea of filter-
ing into school education for film education.

Thus we've thought about “Film and Children” from vari-
ous angles and at the moment we have screenings and work-
shops targeting children in various communities. We put
together a report, "Investigation into ‘film education’ in
Japan and other countries — draft edition." The simplified
version is "Education Program of Community Cinema,”
which we handed out to you (reference 1). Roughly divided,
there is a program that emphasizes the appreciation film.
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And within that, there is teaching something through images
and teaching film itself. This chart is separated into "watch-
ing" and "creating" in order to clarify what we are trying to
do, so in reality they are mixed into a comprehensive pro-
gram. What can be seen on the paper are only examples,
there are various trials taking place in this format.

Film Program for Children in France

Nishijima: The most important thing is that, as shown in the
talks from Mr. Oguri and Mr. Desanges, these trials won't
stand without any support. The support I refer to here is pub-
lic support. At the moment film education at various places
are singularly and voluntarily done of their own accord. Or
museums and public facilities are doing it as a mission of
diffuse education. Even at the Agency for Cultural Affairs,
aid related to film education is given within a certain frame-
work, but currently there is no clear framework to support
the grants system nor is there mutual public perception. If
you try to do something in such a situation, as mentioned by
Mr. Oguri, do teachers have films that they want to show, or
can they show at cinemas whenever they want?
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One of the films shown La Cinémathéque Francaise's recent
screening programs for children, and a children's program
hosted by cinemas in Paris around 2005, was The Boy with
Green Hair by Joseph Losey. For example, if one wants to
show the film, the DVD is obtainable in Japan, but there are
actual problems in securing the right to screen a DVD, or
where the film itself is and whether it is possible to show that
film.

I stayed in Paris from July to the beginning of October this
year, and saw all sorts of children's programming. The most
interesting discovery was L'Enfance de L'Art-Cinéma (The
Childhood of Art / Cinema). This selects 10 — 15 films once
every three months and about 28 art mini-theatres choose
films from among them to show. They are only shown on
Wednesday, Saturday and Sunday, when there is no school.

For example, this Wednesday, three cinemas are holding
such screenings. Cinéma du Panthéon is showing a
Hollywood classic, My Darling Clementine by John Ford.
Le Champo in Saint-Michel is showing Co Hoedeman's ani-
mation film, A Crocodile in My Garden. Also, a cinema
called Cinéma le Balzac is showing Aleksandr Rou's Russian
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film from the late 1960s The Fair Varvara.

Depending on the day, cinemas participating in L’Enfance
de L'Art-Cinéma switch around - it could be many cinemas
one day, but only one on another. Children registered in this
program can see wide-ranging films for a low price. In this
program, the general public can also see these one-off films,
so the audience is a mixed bunch. Japan does not have sys-
tems or frameworks like France, but as regards this program
I had the impression that we could do it soon if we wanted
to. For that reason I was particularly interested in this pro-
gram.

Mr. Desanges said earlier that commentaries attached to
films are important. At La Cinémathéque Francaise, for
example, there is always commentary for programs aimed at
children and I had the impression that the commentators
were not treating the audience as "children." I mean, they did
not talk about the details of the creator or about specialized
subjects, but the impression I had was that they talk about
differences between reality and the world of film in grown-
up terms. In other words, they said to children things like the

characters were caricatured, exaggerated and that was a
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metaphor. Looking at these cases in France made me think.

Oguri: Thank you very much. Of course we show films tar-
geted at children during the summer vacation or spring break
in Japan, but in these cases, I believe the awareness of "chil-
dren as audiences" is low.

Last month, I was invited to Kurano Machikado Film
Festival in Tochigi City. This festival utilizes historical
storehouse buildings to turn the whole town into a cinema
complex. They couldn't use 35mm projectors, so they used
DVD screening equipment to show dozens of films. It was
interesting in itself, but despite being a film festival designed
to enliven the region, receiving a budget in the name of a
model project to revitalize provincial towns, there was no
program for children. They did not have that idea. If we
interpret community as a region, there is no region without
children. For the region to sustain itself, the next generation
should be acknowledged. The lack of this concept was a very
important issue.

Now, we'll bring in Mr. Kiyofumi Nakajima from Ghibli
Museum in Mitaka (hereafter Ghibli Museum) who has come
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to the stage. At Ghibli Museum, created by Studio Ghibli,
they are undertaking distribution of outstanding animation
films independently. I believe you have not participated at a
conference like this before, so I would like you to talk about
what the museum does, including visual image education.

The principle of Ghibli Museum

and its library work

Nakajima: When I received the invitation, it was to talk
from the position of film education, so I wondered whether
or not to accept it. However, this conference's theme was
"Film and Children" and because Ghibli Museum was creat-
ed with Hayao Miyazaki's desire to "create a museum for
children," I decided to participate. I was wondering what
kind of point I should talk about. Earlier on, in Mr. Oguri's
keynote speech, he said that children were facing a crisis —
that there was an increase of children who could not distin-
guish between the virtual and real world, which was a really
critical situation. That is exactly what Hayao Miyazaki says
all the time.

Every time Miyazaki hears someone say "my child has
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watched My Neighbor Totoro so many times that the video-
tape has worn out. She/he has memorized all the lines, "
Miyazaki becomes troubled and says, "Please do not show it
so many times! Please show My Neighbor Totoro once a
year at most. Instead, please take him/her into nature and let
him/her experience different things." Then he jokingly says
"Having said that, it’s me who created it." The reason why
Miyazaki created the Ghibli Museum was because he
thought it was important to do what he could, one step at a
time, looking into the distant future, even if there is no
immediate effect.

When he decided to build a museum in a part of Inokashira
Park, he said "there are no children in Inokashira Park." So,
when this project got a green light, he said "Let's make a
mountain for children to play on! Bury the museum because
I haven't got anything to show!" However, the site was so
small that we could not make a mountain, so instead we built
a proper building. Having said that, Ghibli Museum is a
building in which children want to run around and has
exhibits which make them want to look through or touch. As

a concrete example, even the handrails have shiny glass balls
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at the height of children's eyes. Then they notice "Wow! I
found these!" Miyazaki often says that modern children think
visual images are something they see when they switch
something on. Visual images have become something they
receive passively. However, in fact it is something you see
when you have the desire to see, and something you actively
seek out.

Ghibli Museum creates exhibits with themes of predeces-
sors' attempts to make moving pictures, and the animations
that were born as a result of that. For example, we have a
zoetrope to show the mechanism of animation and we show
original short animated films that can only be seen in the
museum at Doseiza (Saturn Sign), an 80-seat exhibition
room. Miyazaki thought, "it might be the first time that a
child sees a film, so I want to make the first experience
enjoyable. I don’t want to make it a dark cinema." So
Doseiza has windows and it's very bright with paintings on
the walls and the ceiling. The windows close as the screening
starts. Still, some children start crying when the room gets
dark. As regards to the sound provision, nowadays wherever

you go, it's usual to have large sound with low bass, but at
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Doseiza we emphasize the medium range, and we have many
speakers, all of which deliver soft sounds. Thus, we make
sure that the sound does not overstimulate the children. Also,
the projection room is behind glass so children can see the
mechanism of how films are spooled and projected onto a
screen.

Miyazaki thinks with an artisan's spirit, that even in a digi-
tal era like today, making an image is not making a formless
thing like so-called "media" or "content," but is really creat-
ing a film as a physical object. So we have films everywhere
in the museum, not only in the projection room. He wants
children to become interested in creating something. I think
most people here today are probably in the screening trade,
but Studio Ghibli is a company that creates animation, so we
want Ghibli Museum to trigger an interest in creating things.

Animation is, by nature, very difficult to exhibit. We really
need to show moving pictures on film. So far, we’ve had
exhibitions such as one for the Russian animation director
Yuriy Norshteyn, and the CG animation pioneer Pixar, but
the exhibits were static pictures. Then we wanted to show
moving images as an animation museum, so we started the
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"Ghibli Museum Library" to continuously introduce works
by directors who are on friendly terms with Miyazaki, and
outstanding international animation films, which had an
influence on Miyazaki and Isao Takahata when they were
young.

This project was triggered by a French cartoon called
Kirikou and the Sorceress by Michel Ocelot. This film was
a huge hit in France in 1998 and Takahata fell in love with it,
but it was not released in Japan until about 2003. This was
because it has a "difficult" African theme, and distribution
companies did not touch it, fearing it would not be commer-
cially successful. However, Takahata and Toshio Suzuki of
Studio Ghibli judged "it was worth introducing nevertheless"
and Studio Ghibli took the initiative, and managed to release
it with the cooperation from distribution companies. From
this experience we have done other one-off distributions of
films and we have decided to continue. I think you are tired
after listening to such a long speech, so I would like you to
see some images of some of the works that Ghibli Museum
Library presents.
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<Screening>

We just started Ghibli Museum Library this spring, and so
we do not have many films or theaters to show. Therefore it
is not yet profitable, but we are intending to add more to the
line-up little by little. 7he Snow Queen that we are going to
release this winter was made in Russia 50 years ago, and it is
a non-commercial, very pure piece of work. This is the work
that made Miyazaki resolve to be an animator after falling in
love with its purity. The core theme is: the fate blocking your
way cannot be changed, and there are so many absurdities in
this world, however do not be put off by it — if you stand up
to it and your wholehearted desire to help someone or change
something spreads to others, you might be able to change
something. Miyazaki once said, "I want to make films to
change the world and I should, although I know that I can't."
Miyazaki is 66 years old now, but I think this untiring pas-
sion is, cherished in him from his early work up to his cur-
rent work, a driving force for him. And I think he is still cre-
ating films with a desire to pass on that passion and to
encourage the children of the next generation. The Ghibli

Q6 Bunka-Cho Film Week 2007

Museum is a place to play, and it tries to convey many things
that are a part of his brief. So I hope you pay us a visit as
well.

Oguri: Thank you very much. I love Mr. Miyazaki's words
"Do not watch My Neighbor Totoro so many times. Please
show it once a year at most." For someone who creates a film
that I wish people would see once in their life, it is a really
juicy story!

When you communicate with children about films, anima-
tion is very important. Firstly, they can have a contact with
the principle of films in the sense of how to make a motion-
less thing move. And there is a relationship with static things
like picture books and paintings; animation has really well-
rounded elements. Children have full trust in Ghibli anima-
tion, so if Mr. Miyazaki's message of "not to watch too
much" can be transformed to a chance to think about what it
is to watch a film, and the message can be conveyed at
places further afield, I think it will be a great support for film
education and visual image education. It would be nice to
make a film education package that included some of the
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pieces in the Ghibli Museum Library, wouldn't it? T would
like them to deliver their message to children.

Mr. Kazunori Saiki, listening to the examples from France,
you might feel at a disadvantage, but this is because we have
very different situations and histories. Concerning film edu-
cation, we cannot ignore the relationship with MEXT and the
Agency for Cultural Affairs. Listening to what others had to
say, how do you feel?

Film promotion in Japan

Saiki: In my experience, a filmmaker is someone who makes
films avidly. I think it is wonderful to have a director like
Mr. Oguri, who is an earnest educator in the history of
Japanese film. Regarding the French example, the basis, such
as history and culture, is different, so as Mr. Nishijima said,
the question is what we are going to do with such a compari-
son. After all, I think it comes back to the problem of peo-
ple's awareness towards this field. Having said that, I feel
that the fact that we have this forum today itself is a result
for the time being.

In Japan, the Fundamental Law for the Promotion of
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Culture and Arts was issued in 2001 and in May the follow-
ing year "an informal gathering for discussing film promo-
tion" was set up. After 14 such gatherings, 12 subcommittee
meetings, 26 discussions in total, a proposal entitled
"Promoting Japanese Cinema in the Future" was submitted in
2003. Currently, we are promoting "the Promotion Plan of
Japanese Films and Videos" at the Agency for Cultural
Affairs, but it is only the field of film and visual image that
has such a promotion plan in a specified field. There is no
Japan theater promotion plan or Japan music promotion plan,
so I would like you to bear that point in mind. In the process
of various schemes that have taken place since 2004, a plan
related to "Film and Children" has come up. Other than that,
we support filmmaking and screening activities. The promo-
tion plan is active comprehensively in different parts sur-
rounding film, in other words, through filmmaking, distribu-
tion, fostering successors and nurturing next generation audi-
ences. For example, within the films currently being
screened at TIFF, Crossing Over, Silk, Little DJ, The
Invitation from Cinema Orion, Best Wishes for Tomorrow,
Cherries, The Rebirth, Tears of Kitty and Beauty all

Bunka-Cho Film Week 2007

97

199

SpSE bRl - BhHOERmEE B T

19S 9ANE.

— D > B B
1 2002 Bupesy okxyoy J \
g

is

=D > I B
I 2002 Bueay ofyoy

N w\eN QN LSREIEEIN dteeid

w
£
3
*
o
O
>
°
2
3
-
@
@
=
<
2
o
o
3
<
o
3
=
o
3
»
°
=
~

VWAL - N e L B S A NER ek

E

L00Z UOIJUSAUOD UOISSIWWOD Wii4 OYD-e)ung




YHBHBHOE, B - RO ZZT T, TS, HA
BRI 7 5 YR HARSRIRE TS V235 TlRDHY
TADT, ZOFIFHHEL TV EvwEBWE T, 2004
EDRE, STEERT T UPERSNTT BRT, 2o
DOOEDIT, [BEEZ LS| DL T U HPHTE TS,
ZOMICH . W EYERL FEUEBOERD LT E 9, B
MBS FEELA—F, 2F ), BUYEDSIE, Bk
BOBER. KEROBEOFR L V) L H12. BREMITIRE
T TE T, FlEEITFL L. BEREhoREE
PEBLEISR T LS TV B IERD D B, [V bosgE], [
V7], TLittle DJ). T4V Y HEd S 0BERR]. [HHHA~®D
#BEL [36AE BOE] [BEoFR]. [THOWR],
[Beauty] 7% EASULFOBYEIREZZ T TVET,

T T L FRTHE % RA2EE DL 272012,
20044E 205 [F & H OWLEE S L F¥E] 27-oTHh, F
¥DUEE o THOIEMTIBZORY TirbhE Lz, 03
A BZRENRD ) TTOT, BARMEZ LS Z &
TELLEHETHAN, FROBESPTAD S A HT &
bbEGIELT, BERERAZFHL TfTo T E T,
FHIZEAERT50005MHIZE T, 7Y ¥ MEHEZ E2 XL

THARELTCVET, FXEMEHLZOT. TOHEDOBAE
BEIEONLVHIFGFIHY TTH. 5HBIEF. I32=7F
4 Y AIOMWEE%Z LT L HkE ZOHEN DL T, H
XEILTFTONBUHEMEDDL2OTE LI ERSTOET,
T, BHORXV LR L FHITHOBEFERRAS LEHEL
T\ HARBLE O 2% LB 2 [ 7 W 9% 2 Hf o 5523 | & Rk
MLTIToTVET, COFEDO BT I AT LED
O T OS5 AR5 A TOETH, THIE, 19944E,
HAR RS R R ORI S 7z THLIEREL 5 #1220 T
EVWIHIREZZIIT, FELMTOTOT S L ZMARATL
EVI)RRDD Y T3, 20025ELLHTORE Tl Lk HRFE
BURENT=OTTH, EBEHTEERERE 7 4 VA
tyy— (UF. 74 NVAteyF—) OHETITI LV
LilhoTwET, FRICHRT, wEEShTWLHE
DI & 7 5 7220034 DR F X, SULITASH S BLE - BLE 5
HEEHTLIEE R 572D TT, TOLBOZ L 2H
HMUE3 L&, BATIUAC D 5 H AL 0> 38 A9 8 1 124K <
(27%). ZOF FTIIHARBREAEKHICR 2 &) fEb&o
TRV ONFELADT, BEZY AL ST h
N— b2 ke LTIRET 2L WO RAN R IDICRY L

received filmmaking support from the Agency for Cultural
Affairs.

Also, in order to create chances for children to watch films
at schools, we have been operating a "Children's film appre-
ciation promotion project” since 2004. In the last three years,
it has taken place at 135 locations. As there are many rules in
this project it is hard to say that we can show many different
types of films, but teachers and parents take a party of school
children during class time or in the summer holiday. The
budget is 50 million yen all-told, and the Agency for Cultural
Affairs is bearing the expenses for things such as print loan
fees. It is still in its third year, so the level of the recognition
of this project is unknown, but we believe there is a possibili-
ty to expand the project, working with Community Cinema
groups in the future.

Apart from that, we continue with our "Outstanding films
appreciation promotion project," which is to screen classic
Japanese films, teamed up with public cultural facilities and
Education Committees at local authorities. This project's
screening program includes two programs aimed at children.
These children's programs were included in response to the
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proposals in "About Film Promotion Measures," which was
submitted in 1994 when Ms. Ryoko Akamatsu was the
Minister of Education. In proposals made before 2002, many
projects were formed, but they are to be done under the aus-
pices of the National Film Center in the National Museum of
Modern Art, Tokyo (hereafter the Film Center). In compari-
son to that, the proposal in 2003, which generated the current
projects, was the turning point for the Agency for Cultural
Affairs in beginning to consider the film and visual image
field important for its aims. Looking back at that time, the
percentage of box-office profits of Japanese films was very
low (27%) and proposals were made during the sense of cri-
sis that as it stood, Japanese film would fail. Thus, it became
a comprehensive policy with various strands surrounding
films. However, I think there was no direction to supply film
education in schools in the proposals at that time. We should
keep that point in mind.

Film programs for children in Japan
Oguri: Mr. Saiki, obviously, today is different from the time

that the "Outstanding films appreciation promotion project”
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started. Some people might argue that "Japanese film are bet-
ter now," but as far as film is culture, I think we should con-
sider whether film is better or not using whether the quality
is higher and the variety is wider as the points of reference.
Please, I would like either the Agency of Cultural Affairs or
the Film Center to make a package of the program of "Film
and Children" and tour around nationally, or make it into a
DVD and make it accessible. Having said that, compared to
the "Outstanding films appreciation promotion project,”" the
risk is a little higher. I mean, people recognize watching
films by Yasujiro Ozu or Kimio Naruse, but when thinking
about children, we have more risks — we have to consider
things such as if this piece is dangerous, they might like it
and it might fail. That can also be the basis as to why hand-
ing film education to educators can be dangerous. I would,
however, like you to step forward and make a package for
tour or DVD. What do you think?

Saiki: In order to secure a variety of films, we are supporting
activities for local screenings with the help of the Japan
Community Cinema Center. Among them are groups that
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conduct screenings for children and ones that run children's
programs within film festivals. Therefore I think we need to
take a lot into consideration, but are the packages for tour
and DVD any different from the Japan Community Cinema
Center's choice for children? I don't know how to answer, but
Mr. Nishijima, I think I heard a story that when the Japan
Community Cinema Center was discussing choosing films
for children, there was an argument that you should choose
not only the ones that they enjoy, but also pieces such as
"Secrets of a Court Masseur."

Nishijima: We have accumulated different examples for
film education trials. Currently we're at the point where we
are thinking about making a package that can be toured from
the pick of films that we want to show children. To choose a
film, it is hard to decide where we should stand. When we
made a list from scratch, we chose as wide variety of films as
possible. For example, the ones with children in the leads
would be easier for the audience to empathize with. Talking
about films that should be experienced in childhood, scary
films should be included. Some suggested that we should
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show the ones with villains being the main characters. In
such arguments, Secrefs of a Court Masseur was mentioned.
When we show such scary films or ones with villains as the
leads, I think we need to consider what kind of introduction
will be required or what kind of link we should make for
them. Thinking that, I feel we are not good at building them
well. In the handout, you can see an example of the package,
but I don't think it is well chosen.

Also, going back to the French examples, the combination
is very good looking at the programs for children that cine-
mas in Paris are teaming up together to show. I have asked
Mr. Desanges how they chose them and he said the cinema
and the coordinators consulted together over their choices. In
such programs, classic works are always included. For exam-
ple, My Darling Clementine, Small Change, Arsenic and
Old Lace, Singin' In the Rain and The Boy Who Wanted to
Be a Bear. In this children's program, recent and classic
films, French works and works from other countries, narra-
tive film and animation are combined in a very good balance.
In Paris, The Girl Who Leapt Through Time has had a limit-
ed release with dubbed and subtitled versions in French since
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July this year. At this children's program, they showed the
one with subtitles. However, it was for children above ten
years old. I think they are good at assembling programs for
children, so I think these examples will be good references
for us in Japan.

Oguri: It becomes problematic if we try to solve all the
issues at once, doesn't it? We must have a long-term view,
repeating the same thing continuously, like choosing ten
films this year, ten more next year. Otherwise when we
become square-shouldered, distracting thoughts are likely to
creep in, mixing with excesses like choosing something that
shouldn't fail or a twisted choice. We always worry how well
children will understand the films, but come to think of it,
children are much more abstract. We are suffering from a
disease of language and timidity, so when it comes to
images, I think we can trust children more.

Mr. Desanges, coming to Japan and listening to the tone of
these stories in places like that, you might be staggered.
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Importance of public support

towards film industry

Desanges: Not at all. I think there are problems facing
Japanese film education. The first point is that transcending
the issues of film education, public support towards film
industry as a whole is necessary. In Europe, film industries
have vanished from the countries that do not have public
support for film. What you can see in Europe are only
American films. In Japan, because there is a desire for
Japanese film, the market exists. We must consider that film-
making in all countries faces distractions.

Also, I think you need to re-think how the Japanese film
industry is protected in law. Look at the situation in South
Korea. Korea has taken up several laws to protect its film
industry. Today, Korean film and culture receive a response
from all over the world. After reviewing the law, you can
choose the reference model, such as a screen quota system
like Korea's, or tax on film tickets like in France. In France,
CNC collects tax from box office sales and uses the income
to pay aid for local producers, distributors and promoters.
Public fund towards French film education are paid by the
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tax income.

Today, we have a gentleman from the Agency for Cultural
Affairs, but unfortunately the Agency for Cultural Affairs
does not receive a budget. When there is no budget, you
must find the funds from somewhere, but this is a political
matter. I personally think that variety of culture is an issue of
the future. Of course, there are other problems such as global
warming, but I think variety of culture is a big issue for the
future and one on which the whole world can agree.
Therefore, political choice is more important than anything
else. I think in Japan you just did not take some choices after
the war. You thought that the Japanese film industry was
doing fine and did not choose to protect it anew. However, in
fact, I think the Japanese should have protected their film
industry against the American one. CNC was created in the
1950s and if there had not been any support from there at
that time, French film would have disappeared. America
thinks laws to protect a country's film industry are anti-com-
petition. They regard films the same as a pot of yoghurt.
They said they should leave it to market competition.
However, culture is not yoghurt. This is a conflict. Please,
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people of Japan, come to our camp. Please fight to defend
variety in culture. In order to do so, we should create a sys-
tem to protect our own countries’ film industries. For exam-
ple, if you put tax on the ticket, you can collect funds for
film education without asking for a new budget. I can offer
many ideas. I’'m sure you have many ideas. However, the
key is the issue of funding. First, you should make a law,
then the political issue.

Oguri: Mr. Saiki, what is your view?

Saiki: He just brought up the subject of public support for
the film industry. We in the Agency for Cultural Affairs are
in the position to promote films as art, and films as industry
is the purview of the Ministry of Economy, Trade and
Industry. Thus, even within the field of film, in Japan it falls
under two different ministries. In France, there is CNC,
which is a comprehensive body ruling over films. In Korea,
there is KOFIC (Korean Film Council), which is a half-pub-
lic half-private independent organization that deals with any-
thing to do with films. However, we in the Agency for
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Cultural Affairs are a state organization. Therefore, we can
understand what Mr. Desanges just said in theory, but it does
not easily fit into the Japanese system.

The Japanese film industry had its heyday in the 1950s and
the film watching population was about 1.1 billion. That was
the time when one citizen was watching ten or so films a
year and a film company did everything from production, to
distribution, to promotion and fostering successors. Japan
had such a golden era, that people did not think about pro-
tecting the film industry. With their enthusiastic corporate
activities, admission fees paid at the box-office was returned
into the film industry and fostered talent. That was when
there was a studio system and cinema programs. Because we
had such an era, we could not respond to the decline of the
film-watching population very well. In such a situation, TV
encroached more and more on cinema admissions, the
decline of the cinema-going population was accelerated, and
in 2002 the box-office profit from Japanese films plunged as
low as 27% against foreign films (73%). At that point, at last,
the opportunity to rethink the film industry as a whole
arrived. It is only five years since then. It is not that the
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country has not done anything, but rather the context is that
in a free-market competition, there was a time when films
were lively and now that it isn't, various problems have
become apparent. Therefore, I think Japanese film industry,
or the visual image industry is still developing and will
evolve and develop from here on.

Oguri: Indeed Japanese film had their golden age and com-
pared to Korea, which Mr. Desanges mentioned, Korea did
not have Korean films until the end of colonization in 1945.
In other words, they did not have a house. Japan experienced
the golden age, using a house as a metaphor, built a large
house. However, I think the house has fallen. Because it has
fallen, many issues became unclear under the wreckage. It
will be easier if we have an exceptional politician who passes
a bill in no time, but that is unrealistic. Therefore, I think it is
difficult to find an easy way to receive systemized public
support. Then how should we suggest ideas in order to
rebuild the wreck?

For example, cinemas working with Community Cinema
could say they would provide a "Film and Children" program
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Ty Dol W) MICHEEZET LI B ARB T hiFwnT
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for a cheaper price for a certain period of time playing the
role as a cinématheque. However, sales-wise, profit would
not be enough, so that could be covered by public funds. It
might sound a bit troublesome and complicated, but the pur-
pose is very simple. I think that is the kind of methods we
should take to find the way. Mr. Nishijima, what do you
think?

Nishijima: What you said was right, and it can be one way
of doing it. Regarding cinemas working as a cinématheque, [
do not quite understand until I hear the details. Do you mean
activities outside of the framework of commercial cinema
facilities?

Oguri: I mean temporarily, in a limited period of time, they
work as a cinématheque and go back to being a normal com-
mercial cinema after that. Don't you think things like that are
necessary?

Nishijima: If we had an organization like the French CNC, it
would've been best, but there is no point arguing about that,
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so it is difficult. I think if we create a system to levy a per-
centage of film ticket prices, for example, film promotion in
Japan will become different.

In the category called "Jeune Public," the aid is given to
cinemas that carry out screenings for children. I think that
system would be a little difficult in Japan. Also in the system
called "Cinema Art et Essai" in France, a cinema that shows
above a certain percentage of films specified as "art et essai"
will be approved and entitled to aid. The higher the percent-
age of screening such films, the more funding they get. Mr.
Desanges mentioned about the screen quota system in Korea.
This is a system by which cinemas are obliged to show films
of their own country as a certain percentage of all screenings.
We would like to make a proposal regarding such systems,
but I think we need to seek what we can actually do now.

What can we do for the future of film education?

Desanges: Please let me add. André Malraux, the well-
known French Minister of Culture, once said "Films are art,
but at the same time they are commerce." These double
issues make film complicated. I said earlier that the only
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solution was political, but that is in one sense incorrect. I
think what Mr. Nakajima is doing at Ghibli Museum, I mean,
to distribute films that are high quality yet have low potential
for commercial success, is a great initiative. Then, it is possi-
ble to show that there is a market for high quality films for
children. The market is more complicated and fragile, but
you must take a risk and have belief. You must fight. That
belief exists in any country in the world.

Oguri: After all that, we have come back to the issue of film
content, but Mr. Nakajima, you have attended this kind of
discussion for the first time. What kind of impression do you
have?

Nakajima: Now things are gradually shifting from public to
private. For example, museums are now becoming independ-
ent administrative institutions or appointed management sys-
tems. The main stream is to adopt market principles for
whatever it is. The Ghibli Museum, along with the Chamber
of Commerce and Industry of Mitaka City, are doing outdoor
screenings aiming at primary school students. I feel that the
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power of citizens who are willing to help is very important
now. Also, I traveled around several towns to show works
from the Ghibli Museum Library after the project started.
There are many people who love film and share this ambi-
tion. When screening in those places, it made me wish to
expand horizontal networks with these people. Of course, it
will be nice if we can get a budget from the state, but I
believe, when the power of citizens and kindred spirits gath-
er, we have something we can do even though it might be
small. I'm not sure whether I have answered your question.

Saiki: May I say a word? I think the film education that Mr.
Oguri is doing at primary schools in Gunma Prefecture is a
model case. So, introducing the lesson of what Mr. Oguri is
doing to Education Committees from other prefectures as an
example, I think starting from what we can do is important. I
mean, we are at a loss when trying to move a big system, but
if we have a direction to accumulate what each region can
do, I believe we can continue to do things like what Mr.
Oguri is doing. I am sure you have made strenuous efforts
regarding film education in Gunma Prefecture, but could you
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please tell us your aspiration for the future? I will definitely
bring that back.

Oguri: Regarding the film education I'm doing in Gunma,
because it is done by the administrative office, it's affected
by opinions from the top. When I made Sleeping Man, the
mayor was Mr. Hiroyuki Kodera, who served four terms, but
he was defeated in an election. I'm not sure whether the cur-
rent flow will continue after next year, but the Education
Committee is different from the Mayor's Office, so I am hop-
ing to retain the flow in the future. However, it is not a mat-
ter of budget, but of passion and sense of crisis, too. There
are things that are easier to do in a classroom rather than out-
side. Children are ready to learn and there is someone who is
ready to teach. So what I do is to go between them and coor-
dinate, I mean, by bringing art from outside, I change the
quality of teaching. The possibility is wide open. However, |
must repeat an important point, which is "returning to film
all the time." Please make a space for us to return. The sys-
tem will change in due course. It is better to have no system
than a half-baked one. Now, it is necessary to be able to see
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films of "places to return" on DVDs. And in order to build up
a consensus that "in order for the local communities to
become lively, we need to connect films and children," I
strongly desire screenings for children to take place in
dozens of cities in Japan.

Now time is up but does anyone have questions?

<Q&A>

Questioner: T would like to ask Mr. Desanges. In Japan,
The Red Balloon and Stowaway in the Sky are not made
into software (i.e. distributed on video). Have they been
made into software in France? I think they are the kind of
films that we would like to show to children.

Desages: You can see both films at cinemas in France, but
there are no DVDs for them. It is a paradox in France. For a
long time you could only see My Neighbor Totoro at cine-
mas in France. This is because distributors did not make
DVDs.

Oguri: To give a French background, there is a long custom
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of watching films in cinemas, including banning the showing
of films on TV at primetime. In Japan, we have not had divi-
sions like cherished cinemas and TV not showing films. So it
might be easier to make interactive plans connecting cinemas
and children or films and children making use of new tech-
nology positively.

Nishijima: Using 7he Red Balloon as an example, because it
is a French film, they can screen it at any time in France. If
there is a print, we can show it in Japan, but you need screen-
ing rights to show foreign films, so that is why it is difficult
to see The Red Balloon in Japan today. When I think about
the "Film and Children" program, I thought The Red Balloon
was one of the films that we should show to children. There
is an issue of budget, but I think we should realize to make a
library of the works that we should show to children.
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“Film commission activities in areas of history and culture
- From The Third Man to The Da Vinci Code”

Organized by: UNIJAPAN

Co-organized by: Agency for Cultural Affairs(Bunka-Cho)
/ Japan Film Commission Promotion Council

Date and Time: October 24, 2007 (Wed) 14:00-17:30
Venue: Roppongi Academyhills 49 "Auditorium"

Discussion Topic

How filming is conducted in areas of history and culture. Based on
reports from Vienna and Edinburgh, conservation and cooperation
were examined with examples in Japan. Cultural promotion schemes
which are currently exercised in the area were also discussed.

Panel (In speaking order)

Ros Davis (Film Commissioner, Edinburgh Film Focus, U.K.)
Fumiko Tanaka (Himeji Film Commission)

Tomoko Nishizaki (Hiroshima Film Commission)

Satoshi Ohno (Osaka Film Council)

Arie Bohrer (Film Commissioner, Location Austria, Austria)
Tadashi Tanaka (Matsumoto Location Supporting Sec.)
Hiroshi Sakamoto (Kakunodate Film Commission)

Koji Yamada (Watarase Film Commission)

Ruriko Sekine (Nagasaki Film & Media Commission)
Yasuyuki lida (Hino Film Commission)

Lee Jeong-pyo (Busan Film Commission)

Mako Tanaka (Kobe Film Office)

[Moderator]
Tetsuji Maezawa (Executive Director, Japan Film Commission
Promotion Council/Associate Professor, Yamanashi Prefectural
University)
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Maezawa: We are now going to open the "Bunka-Cho Film
Commission Convention 2007." This is a joint event of the
"Bunka-Cho Film Week 2007" and the "Japan Location Market
2007." First of all, we would like to ask the Director of Culture
Affairs Department for the Agency for Cultural Affairs, Mr.
Shinnosuke Oyama, to make a few introductory remarks.

Oyama: I deeply appreciate being able to sponsor the Bunka-
Cho Film Commission Convention 2007 with the participation
of Ros Davis from the United Kingdom, Arie Bohrer from
Austria, and all of you here.

Since fiscal year 2004, the Bunka-Cho has been putting into
practice various support programs, including our "Promotion
Plan of Japanese Films and Videos." One important aspect of
this project has been the creation of attractive Japanese films,
and we are also actively engaged in supporting creative activi-
ties through such measures as offering aid for the production of
excellent films. However, collaboration with, and support from,
film commissions in many parts of the country are indispensa-
ble for film production. For this reason we support, for example,
the construction of the Japan Location Database. Also, we ask

participants to discuss filmmaking issues from different points
of view on the occasion of this convention, held every year dur-
ing the Tokyo International Film Festival.

This year we are holding our 5th convention. We have invited
a British guest for Session 1 and an Austrian guest for Session 2
to give us specific examples of the use of historical and cultural
film locations. We ask all of you to join the discussion in
Session 3 to help identify problems with the film commission's
activities and to recommend solutions. I hope that today's con-
vention will be a valuable experience for all participants. Before
closing, I would like to ask for your continued support and
cooperation for the development of Japanese films.

Maezawa: Now, I would like to introduce myself. I am Tetsuji
Maezawa, executive director of the Japan Film Commission
Promotion Council. This is our 5th Film Commission
Convention. As this convention is being held as part of
"Location Market 2007," we will focus on such themes as film-
ing in historical or cultural areas as well as making a cultural
contribution. In the first session, I would like to discuss how we
shoot films in historical sites.
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Session 1: Support for Filming in Local Historical Sites

Speaker: Ros Davis (Edinburgh Film Focus)
Davis: Hello. Thank you very much for inviting me to this
occasion. First of all, I would like to talk about filming in the
historical city of Edinburgh as well as about how we super-
vise filming activities.

Edinburgh is far from a big city. The population of the
region, including the suburbs, is 885,100, and there are only
450,000 people living within the city limits. These days,
Edinburgh is a center of scientific and technological
research. Moreover, tourism is also an important industry in
Edinburgh, and the city is a World Cultural Heritage site reg-
istered with UNESCO.

Our organization (Edinburgh Film Focus) was established
in 1990. This was the first film commission in Scotland, and
the second after Liverpool in all of the United Kingdom. We
have an annual budget of 100,000 pounds. The staff consists
of two people: my colleague and me. We administer the
entire area of Edinburgh and the churches of Scotland as
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filming locations. Over the years, we have received 455,000
inquiries about film production, and we have carried out
many follow-up projects.

Last year, we finished 228 projects. We worked on many
types of projects, including documentaries, TV dramas, and
feature films, and we earned 3.1 million pounds. On average,
three feature films and four long TV dramas are produced in
our region every year.

The advantage of Edinburgh and the reason filmmakers
come to the city lie in the fact that many historical buildings
remain in the city. There are many buildings in Edinburgh
remaining as they were when they were built, dating back to
as early as the 16th century, which corresponds to the
Azuchi-Momoyama period in Japan. We can use Victorian-
style residences and castles for filming period plays.
Moreover, the city boasts a wonderful coastline and beautiful
beaches. It is possible to find such wonderful places in areas
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quite near the city center.

Furthermore, Edinburgh is a safe city, just like Tokyo,
which makes it possible to carry out film production without
any danger. And Edinburgh is a very film-friendly city. Just
as in New York and following the American model, we have
a Charter of Cinema adopted by the local authorities.
Politicians have promised to collaborate with us, which
explains why citizens, the police, and local authorities coop-
erate with our requests.

We also carry out a variety of educational activities for the
owners of film locations. We explain what is needed in a par-
ticular film production, what they should do, and how they
should deal with film producers. We occasionally have to
remind owners that they should not volunteer their property
as a film location if they do not intend to fully cooperate.

On the other hand, there are also various problems. For
example, our city is far from London, which constitutes a
disadvantage. There are not as many facilities and studios as
well. However, this is a region where many events are held
simultaneously, just as in Tokyo, so we always need to think

about how to proceed with filming by gaining the under-

standing of the citizens and not disturbing them. Incidentally,
there are many cars parked on the streets of Edinburgh, and
people are always complaining about parking problems.

Furthermore, there are no special financial incentives for
film producers. Unless a project has cultural relevancy, it is
not possible to receive cultural subsidies. If filmmakers want
to receive other government subsidies, they need to employ
Scottish producers.

Our web site contains a photo library in which we show
2,500 location sites. We have more than 15,000 pictures
from various places in Scotland. The staff involved with
filming first search online to see these pictures and then ask
us questions.

My colleague, Rosie Ellison, and I can talk with film pro-
ducers in cinema terms, as we both have experience in film
production. We have been working in this field for 14 years,
and we also have good knowledge of databases and web
sites. As we have been working with the people of
Edinburgh for 14 years, we know the troublemakers (just
joking!) as well as those with whom we can work well; such
knowledge contributes to saving time.
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Producers can freely make use of our photo library, and we
can offer them advice. When we understand what they want
to do, we try to anticipate the opinions of the different inter-
ested parties, such as the production staff, the police, and the
road authorities. We then coordinate meetings between these
parties and the producers. At such meetings,we explain the
role that we can play and what information they will have to
give to the police or the road authorities.

As the preparation goes on, we determine how many days
filming will be allowed and how traffic will be controlled
during filming. If certain roads need to be closed, we must
request alternative traffic arrangements, such as detours in
the road network. Sometimes, we make alternative parking
arrangements, and these usually involve price negotiations.

We also consider how filming can be done safely and how
it affects the daily lives of the citizens. Often we need to
obtain the help of the police. This is necessary to ensure traf-
fic safety. In this respect, the support system is already well
established, even allowing the police to help us after normal
working hours.

We use various kinds of written documents to communi-

116  Bunka-Cho Film Week 2007

cate with people about the planned filming. Three days prior
to filming, we set up tall yellow signs in filming locations;
these explain where the filming will be done and where park-
ing will be prohibited. If we properly notify the public about
the filming, the citizens will be glad to work with us, because
they know in advance how long the project will last. In case
there are cars in the restricted zone on the day of the filming,
we move them with our trucks.

There are historical buildings of all types in Edinburgh,
managed by many different organizations and groups. A
governmental body called "Historic Scotland" manages cas-
tles and ancient memorials and works to encourage film pro-
duction. This group also helps make various historical
memorials. Also, we should not forget the "National Trust."
This organization manages diverse cultural assets. We also
work with church-related organizations because they also
own many buildings, and we make requests for the use of
privately-owned buildings in many situations.

In the United Kingdom, historical buildings are protected
by the government, and buildings that need to be preserved
for their historical value are called "listed" buildings.
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Sometimes more modern buildings are also "listed." It is the
role of "Historic Scotland" to judge whether to list a build-
ing.

We need to obtain special permission if we want to make
any changes to such buildings. If we simply film a documen-
tary, for example, the procedures are quite simple. However,
if we want to conduct a large-scale production with many
extras and lots of equipment and vehicles, strict rules apply.
In such a situation, we must, for example, verify the weight
of vehicles, submit a scientific analysis of the chemicals used
in the paint we plan to use, and show extremely detailed
plans before obtaining the final permission. Although these
procedures are strictly enforced, it is still possible to carry
out filming using explosives or various animals, even in cas-
tles administered by "Historic Scotland." Obtaining permis-
sion requires a lot of paperwork, and it sometimes takes as
long as seven weeks to prepare for such filming; however, in
the end, it is possible to do such filming even in historical
buildings.

To summarize, the most important thing about our organi-
zation, Edinburgh Film Focus, is that we enjoy the support of

the national government and the local authorities. Without
such support, it would be impossible to clearly advise film-
makers or even to continue our activities at all. As Edinburgh
is a film-friendly city, the police actively work with us, and
we can expect official cooperation regarding parking and
road infrastructure. However, situations can change rapidly,
and we always have to anticipate new arrangements. Above
all, I think it is necessary to ensure the timely flow of accu-
rate information. Thank you very much.

Maezawa: 1 visited Edinburgh Film Focus in March 2005.
At that time, I saw a note under "Permits" on the Edinburgh
Film Focus web site. The note said that a permit is not neces-
sary to film in Edinburgh. What does that mean?

Davis: That means there isn't one particular document that
serves as a filming permit. The filmmaking staff doesn't need
to obtain written permission. They only have to inform us. If
there is no problem with security, they can carry out filming
without obtaining a written permit from us.

Bunka-Cho Film Week 2007
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Maezawa: This is quite surprising when compared to the sit-
uation in Japan. I have heard that if someone goes to
Edinburgh police station to get permission to film, the police
tell them to go to your office in Edinburgh. You have worked
for the Film Commission for 14 years, does this mean that
you have built up such relationships with the police over 14
years?

Davis: Before that, there was no such system. At that time,
filming was not often done in the city, and we used to ask for
permission at the police stations one by one. In some cases
they'd give us permission, but in other cases they wouldn't.
The standards weren't clear, and the authorities wouldn't give
us clear rules. That was why, when I became a member of
the Film Commission, I insisted that the rules should be
more transparent. That's how we concluded an agreement
with the authorities.

Speaker: Fumiko Tanaka (Himeji Film
Commission)
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Maezawa: Edinburgh is a city classified by UNESCO as a
World Heritage site. Himeji City was the first city in Japan to
be recognized as a World Heritage site. In the next session,
we ask Ms. Fumiko Tanaka from the Himeji Film
Commission to make a presentation. Although it was once
forbidden to do any filming at Himeji Castle after it was
damaged during the filming of a 007 movie, I've heard that it
has now become possible again.

Tanaka: Himeji Castle, a Japanese national treasure, was
registered as a UNESCO World Cultural Heritage site in
December 1993. It is well known worldwide as an excellent
example of Japanese castle making. Also, since there are few
other Japanese castles that remain exactly as they used to be,
many films were shot there long before the establishment of
the Himeji Film Commission in 2001. A great number of
movies and TV dramas have been filmed there, including
Kagemusha the Shadow Warrior and Ran by Akira
Kurosawa, as well as the TV mini-series produced abroad
entitled James Clavell's Shogun.

However, as Mr. Maezawa mentioned just now, there was a



IBEYEH572EITTo TIVHITLEDBHYFLZDT,
THEEEMY BRI BVEHIC, LM ORI L OEEE
PoTBNFT, ZhIThHoBOLVWIDEFE—ELTWVE
oD TITRMEE 74 NATII v Y a UVHBRBRELELT,
BHEHOBOZEY . LALAMFEICR TV ARZEZ) v
9 CETHBYWICBFMEVE T 282 M0 F Lz, HER
R THRAMMICHBHRML2BEEY I EARKEEETTO
Ty 72 SADHFEITR T2 TB ) 9,

TANLAI Yy T a VR TETELDL, TEHEH ko
CLEEAIE EERSHEINT, KBS TEDL LI
Bole:ZEBREVERVET, HidtFa) 74 LoOME
o THREFT SN R DPo72DTTA. 740023y
YarvuaibEF, REVHOHERETHL LRI TLT,
WELALARSTHBLEILWVW)HT LT, 2 EARY Y
7EMLTVET, MEFICT IR —7Y = A &bk
WE EBRNBZVATEY, KEEEF>Twbua—77 x4
ZHRINCHGE D7D 2T ICEN L TR Y v 72 BAZY
AL, FRR-TEYET,

B BT, MESIREEICHEEIRTVIET., KB

ANWVA -3y a VOFBRF—20BFETT. HADKF
RS, B RIERRROMKE ORI, FBEIEL IhTZ
Dt & LT 2825, BUR F—2a L LTt il sEIc s
HEhTwEd,

RERE ABEF GE74NL -3y 3V)

B VYR TIR, CORR -2 T bANiEA
TWiz ) BEBICHERNT TV 2 ) 32D SR> TV B DT
TH, BAERCOEBR F—20FBRIMTHEbITEYEL
T BWER A2 o> TOT, — O ANFANE VIRPIZ %
S5 THEY 9, 19964FICHEFBE ICESR SN TH H Ik, WP
BB LEOBALTE AL RVEVST, X —F. HA
NOVHL A BHIRENTEY 95

BB T 4V A - 23y ¥ g YH20024EICE D At TH
5. D TOIRMEMD, BAFBEE RO [KEES I
EVIHIBETY, COMBETIZERF—20MNICAY TL
Ty MNICAZ 22T Tid%l <, Miorr—r, FY—%

HHIAATOHFEZITWI2VWE W) TERESDH ) T L.
BIICHSEEITELZDOTTA, TELMBELTIE. AV A Y

Bunka-Cho Film Week 2007

big scandal during the filming of the 1967 film, You Only
Live Twice, starring Sean Connery. In this movie, Himeji
Castle was portrayed as a spy training center. During the
filming, actors wearing ninja costumes were shown taking
parts in a training course involving various martial arts. The
castle was seriously damaged by as many as fifty sharp
weapons thrown at the castle's plaster walls. Filming was
called off immediately. Everyone was literally thrown out of
the castle, and subsequently it became impossible to use the
castle as a film location. In light of this unfortunate event, we
are very careful about the protection of cultural assets so as
not to let such an incident happen again. Although no section
of the city office was previously designated as being in
charge of requests for filming, a special bureau was set up to
deal with such requests after the inauguration of the Himeji
Film Commission. Thereafter, we began to actively attract
more people engaged in filmmaking. Apart from Himeji
Castle, Himeji City also has a great number of other histori-
cal buildings and streets, so there were many people coming
here to make films.

It is important to mention that since the opening of the

Himeji Film Commission, it has become possible to film at
night at Himeji Castle and at Mt. Shosha. Although it was
previously impossible to carry out filming in these places at
night because of security concerns, the Film Commission can
now assign its staff to projects at night. This allows more
filming to be done, since such work is considered part of the
activities of city. One example is the ropeway that goes to
Enkyoji Temple. This ropeway doesn't usually operate at
night, but special runs can now be arranged in order to trans-
port filmmaking personnel.

Maezawa: Next, I would like to mention the Atomic Bomb
Dome in Hiroshima, also designated a World Heritage site.
The dome falls under the jurisdiction of the Hiroshima Film
Commission. The building, which remained standing after
the atomic bombing at the end of World War II, has been
preserved as a memorial called the "A-Bomb Dome," and it
is now registered as a World Heritage site.

Speaker: Tomoko Nishizaki (Hiroshima
Film Commission)
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Nishizaki: Although there remain old films showing children
playing inside the A-Bomb Dome and sitting near its walls,
the Dome is now surrounded by a fence and is protected by a
security system that does not allow people to enter the site.
Since its registration as a World Heritage site in 1996, any
entry inside the fence has been strongly restricted, and it is
now forbidden to move even a single piece of rubble lying
inside.

After the establishment of the Hiroshima Film Commission
in 2002, the first film produced with our support was The
Face of Jizo by Kazuo Kuroki. During the production of this
film, there was a request not only to enter inside the fence
but also to conduct filming using a small sized crane and
dolly. In the end, filming was allowed, but there were many
conditions imposed before permits were issued. The film-
makers had to submit documents to all the various authori-
ties, including a report submitted afterward with pictures
taken before and after filming; they had to wear helmets dur-
ing filming; and they had to let members of the Film
Commission be present during the filming. On the day of
filming, production continued for seven hours inside the
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Dome, albeit only for use in a scene that lasted only about
ten seconds in the end of the film. I felt that the unit price per
second of the film was truly expensive.

Nowadays, around 70% of the requests received by the
Hiroshima Film Commission concern requests for filming in
Peace Memorial Park. When groups wish to film inside the
fence or to place objects or equipment there, we ask them to
first talk with us in order to find a solution together. If they
don't intend to place equipment inside the Dome, but only to
film with a tripod or the usual portable camera, we ask them
to employ guards because we need to turn off the security
system. Since the opening of our Film Commission, the pro-
cedures for filming in the A-Bomb Dome and in Peace Park
have been largely systemized.

Maezawa: Next, I would like to ask Mr. Ohno from Osaka
to speak. Although Osaka is not an area especially rich in
monuments classified as heritage sites, there have been new
efforts to offer buildings for the purpose of filming.
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Speaker: Satoshi Ohno (Osaka Film Council)

Ohno:
Location Service Council. The Osaka Prefectural Hall, built

I am Satoshi Ohno, a member of the Osaka Film

around 80 years ago and still in service, is neither part of the
World Heritage system nor an important Japanese cultural
asset, but is very highly regarded both historically and cultur-
ally by specialists. Films such as Black Rain and the more
recent, Hero, and TV dramas such as "The Family" have
been filmed here. A survey conducted in 1996 revealed that
the building was quite vulnerable to earthquakes, which
prompted much discussion about whether to preserve it or to
tear it down and rebuild it. At one time, the rebuilding option
gained support, but after examination by specialists from a
variety of fields, it was decided to preserve the building by
strengthening it against earthquakes.

Although this decision was partly motivated by a lack of
financial resources, another factor was that the building's his-
torical value and its attraction as a historic building were
increased as a result of being filmed. You may think I'm

exaggerating, but here I have articles from many different

newspapers reporting the decision to preserve the Prefectural
Hall. It is really interesting to see that most of the articles
pointed out the fact that the decision had been influenced by
growing interest in the building thanks to the filming carried
out there. The value of the Hall was recognized once again
only after it had been used for films. Although finances were
also mentioned in the articles, you can see that the filming
done there was an important factor.

Since it was decided to preserve the Hall, Osaka Prefecture
has carried out various PR activities taking advantage of the
Hall's new image. The Prefectural Hall takes part in the PR
activities of the film commission in order to establish a basis
of collaboration through a deepening understanding with the
people living in Osaka, and it attracts film producers for vari-
ous kinds of filming.

In Osaka, in addition to the Prefectural Hall, there are many
modern buildings that are not well-known to the public and
that remain unappreciated. It is not uncommon for building
owners to seek to tear down older buildings and build new
ones merely because of management problems or the diffi-
culty of maintenance. However, the Film Commission hopes
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Session 2: Roles of FCs in Cultural Cities

Speaker: Arie Bohrer (Location Austria)

Bohrer: Hello, my name is Arie Bohrer. I'm a film commis-
sioner of the National Film Commission of Austria. Location
Austria was founded in 1997 as part of the state agency for
promoting industrial development in Austria. It is an initia-
tive of the Federal Ministry for Economy and Labor and the
Austrian film industry. The purpose of its establishment was
to promote film industries in Austria and throughout Europe.
Location Austria is a member of AFCI, which is an interna-
tional film commissioner's association, and offers various
support for films, TV dramas and commercial message films
as a non-profit educational organization.

In Europe, each FC has its own communication network.
Last year, we established EUFCN in Brussels, a network of
FCs in Europe, and 51 members have already joined. Our
aim is to convey information on producers, filmmakers, pro-
duction status, preferential taxation or other economic incen-
tives by our close networking.

Well then, what Location Austria does first is to receive
various inquiries just as many other FCs. For example, if
someone is looking for a location to film, we look for an
appropriate location for three days. In other occasions, we
assist filming. If filming and technical staff are required, we
provide them, or help finding staff.

We also play a bridging role between filmmakers, public
facilities, and private facilities to film on location in Austria.
Our lines of activity include supplying information on
employment practices, tax-related rules and regulations,
labor law, various domestic laws, and local laws. With an
approximately 32 million euros budget, we help in searching
for co-production partners. When issues arise, such as diffi-
culties in obtaining permission to film, or a requirement of a
large amount of money to film a castle by the local govern-
ment, we help in finding solutions.

In Europe, there are all kinds of problems concerning invit-

Bunka-Cho Film Week 2007

123

WS H-abBY - BLHERDEEIE T

— B > B BB

12002 Bupaaw ofyoLr

= B > Bl BB

I 2002 Buneap okjoL

\ W\ O\ LREE R e

L00Z UOIIUBAUOD |BAI}Sa4 W)l oyD-eyung

X
1k
r
=
&
<

P
L
4
2
v
>
=
v
=
z
~
>
¥
El
b

)

9/Aucwaiag uoijeuasSAL

128 9ANE.

|

|

002 UOHIUBAUOD UOISSIWIWOY Wiji4 oyD-elung



BOBEXEREINZD Vs MENBZ - 2258121,
REDBPMRIDOB Tz E LET,

OrEBICHL T, I —a v N3t R EENDH Y T,
NYHY—, AT =7, Fzxa, =5V F, bh—<=
T TVHNT, Lo kE A LOBEFLHY T, $XCT
TR RATRR IS IEE & S S IXHBEIIEF IRV
H% T3, SO LRUICHLTORALIZ LS b %
FhidwiF EdA. BUANR T Y — 4 ¥ 7 OEE) b #0247
->TBYET,

thitg —a v ROFEICBVTIRIDE S BEFITEL 5
eIl FEF LMK E DAL LTOE T, BIZITBH D
BEBRE, L3I XFYVR, F5 05, XUF—THLZHT
THN VIR TNr, KA YR EREMD2Y 60000 2
—uZzHELT, EiELfToTwET, LALE—Z L
V7 CTRBAEZOL ) LEREIT->TBY A, Ha 2
FARVEDBRA B ER D BV TWBE T TIEAR L, Bl
NYH) =, F2aAE@ZPOTOF—A M) T - NV HY
—HETHS72DITTTHS, 74— ORF2HFELLS
ERSTZONYH ) —IATEET LY 4 — LV OEEWITY:
BOPROPLEDIFTT, F—AMYT, ZELTT74—VD

MR EER RSB L WIMZTF LR TNER ) ¢
Ao TTROBUARICH & AT F LTI 5 2 OB BHHE % 1
5 X EPTTVET,

F—=Z MY TICIEZE K OB ER, HVEWIT SAD
NEF, ShidA—A M) 7ORK, FHEETSHDT,
HWHBOFAEIE L CVET. X EHWREY. Fbe, B
Y. REL B BB ECGToBERE LoTwET, ¥
4 =V OBERISTODOKREREEIHFHELET. O0ED
FHEEF,. OEDORTHTOBEFEVWIZEIZRYET., TF
PONEDO T O F 2 —HF— X ZOYTHRE L v B s 7
RIS, ZNDBUFORY T OEMME Vo722 EIZDWT
BHLZRITFUTCT RVDIF T, &9 LA##OFY v/
ZHDZDICEF SEREMIFEHEZT->TEY 5,

MEDLLTIE, BEZHEET 575 —AICOVWTIRFCIC
—AEL7nEEZTEY £, #ET H1liks. fEEIZOW
TH—TAbTH2 LT, LGN RIL RBLBVET,

TA—=VOHFICETANEET T A ADHY T T, 7404
Iy Y a YZERLVATT A, 4405 2 5500 1 —1
DFHEEHR 274 V83 v Y g YARRWICTESZ L
LoTBDET. MEDDOHR. BE%E, HLLTES7

ing film crews, including competition with countries such as
Hungary, Slovenia, the Czech Republic, Poland, Romania,
and Bulgaria, all located within an hour and a half of Austria,
and the labor expenses in those countries are very low. We
have to cope with these situations, and we also put great
effort into political lobbying activities.

Countries in central Europe have worked out various meth-
ods of solving this competitiveness; for example, preferential
treatment for taxation system. Luxemburg and Germany
have been preparing 60 million euros a year to give preferen-
tial treatment and this can be seen in England, Holland, and
Belgium recently. On the other hand, Austria has not taken
such preferential measures. Austria is surrounded by coun-
tries with lower labor costs. Film crews considering to film
Vienna's sights, only have to go to Hungary to find similar
buildings, since Hungary and the Czech Republic constituted
the former Austria- Hungary. Therefore, we have to maintain
a position where distinct buildings are found in Vienna, or in
Austria. Thus, we are addressing politicians to create some
sort of favorable measures.

There are a lot of castles, palaces, and old buildings in
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Austria. They belong to Austrian imperial/royal families and
are administered by the federal government. More practical
buildings-hospitals, parking, parks, train stations, and fire
stations are under the control of municipalities. In the case of
Vienna, there are two major jurisdictions; one is the federal
government and another is the municipal government.
Therefore, when a foreign producer wants to film on this
location, he/she has to know which of the governments is
controlling the building. In order to fill in the gaps in aware-
ness, we've been conducting various public relations activi-
ties.

We'd like to unify the management of filming to the FC. It
will be easier to understand the cost of filming.

Vienna has a film office, but no Film Commission, but one
with the budget of 400,000 to 500,000 euros is planned to be
organized in the future. Our knowledge and experiences will
be provided to the FC to be organized and we'd like to work
together.

It can be true anywhere in Europe that the most difficult
issue is that there are many TV dramas being filmed and they
are completely unregulated. I mean, although a filming
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schedule has been determined, the director and cinematogra-
pher want to exercise their artistic talent to the full extent. An
inexperienced staff may not be able to say "no" to such direc-
tors, and the schedule has to be changed that may lead to
insufficient preparation time. It's necessary for a producer to
have time to consult with government authorities.

The problem here is that disorderly production companies
change their thoughts frequently. All of a sudden, they start
asking for permission to film in a location where they never
talked about. Some try to shoot covertly. Small companies
often demand government authorities for a flexible attitude,
insisting that they are flexible. However, this sort of thing
causes quite a lot of friction. This is the typical example of
the trouble between the municipal authority and production
companies.

Maezawa: Thank you Mr. Bohrer. The last half of his talk is
what we're exactly experiencing here in Japan all the time, so
I thought the situation in Austria might be the same. How are
you dealing with the people who often change their sched-
ule? Aren't you angered by them?

Bohrer: I can't say things like, "Never come back again!" so
I have to be patient when I talk. We have to come up with
some sort of solution when a production company changes
its plans. But it might be just a film director's ego. For exam-
ple, when there is an idea, it may have to be adjusted to reali-
ty. Of course I want to help them avoid terrible outcomes.
An impatient character is not fundamentally fit for this job, I
think. If a film commissioner has experience in filmmaking,
it helps a lot. You can obtain respect from the filmmakers
because they think you know about films well. It's very
important to have such experience.

Maezawa: Mr. Bohrer, you manage all of Austria. Vienna
has its own film office, so your work is to relate them each
other?

Bohrer: Exactly. There are 9 regions in Austria, and I'm in
charge of all of them. We have only 3 film commissions in
Austria, but I'm proud of our close relationship and smooth
cooperation. Another film commission office is planned to
be established in Vienna. We'd like to promote Vienna as a
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film town. In the 1930s, 6% of the films produced in the
world were shot in Austria. It’s no doubt that there's a mega-
film industry there. We hope to return to that position.

Speaker: Tadashi Tanaka (Matsumoto
Location Supporting Sec.)

Maezawa: The next presenter is Mr. Tanaka from
Matsumoto City. The first time I went to Austria, I used the
Austrian Airlines Flight 52. Mr. Seiji Ozawa was there in the
business class. Mr. Ozawa is a conductor of the Vienna
Philharmonic Orchestra, and in this relation, the City of
Matsumoto is also very close to Mr. Ozawa.

Tanaka: Matsumoto City is symbolized by Matsumoto
Castle with a history of about 410 years. Matsumoto City
came into existence in 1908, and we are celebrating its 100th
anniversary this year with activities such as creating a mas-
cot, Alp-chan. I'm sorry to say that Alp-chan is busy today,
and I'd like to give Alp-chan's warmest regards to you.
Matsumoto City was merged with other towns in 2005 and
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became the biggest administrative district in Nagano
Prefecture. The three "Gakuto," which are the peak of the
mountains, the center of learning, and the capital of music, is
our slogan. First of all, I'd like to explain why the city is the
peak of the mountains. In Matsumoto, there are 9 mountains
with a height of about 3,000 meters and 6 mountains on the
list of the 100 famous mountains of Japan, and we also have
a national treasure, Matsumoto Castle. As a center of learn-
ing, there are various kinds of learning facilities such as
schools of the Meiji Era. In addition to being a castle town,
we also have a popular sightseeing area, Kamikochi. There
are hot springs and Mr. Ozawa has been conducting operas at
the Matsumoto Performing Arts Center for the Saito Kinen
Festival. About 2 hours to 2.5 hours of away from both from
Tokyo and Nagoya, we have many film crews visiting
Matsumoto.

In the Shinshu region, Matsumoto City has established the
Shinshu Film Commission Network with Nagano, Ueda,
Suwa Area, Kiso-Fukushima, and Tsumagoi in Gunma
Prefecture, which can provide everything but the sea. We
have easy access to each other via just an hour's travel within
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Nagano Prefecture, and this impresses production staff. In
our operations, emphasis is placed on the coexistence of his-
tory and nature.

In the role of coordinator, we often bow our heads in defer-
ence to all relevant ministries and agencies, and that is the
film commission's work, I suppose.

Maezawa: From what I've heard, a police permit can be
obtained in 5 minutes in Nagano Prefecture, not the Japanese
average of 2 or 3 days.

Tanaka: Yes. If a police station is open, you can obtain per-
mission there. Due to our relationship with each administra-
tion conducting operations, and so far there have been no
problems, authorization can be immediately granted. We can
arrange filming at hospitals and airports, so please consider
the Shinshu Film Commission Network.

Speaker: Hiroshi Sakamoto (Kakunodate
Film Commission)

Maezawa: I'd like to introduce Mr. Sakamoto from
Kakunodate Film Commission in Akita. What surprises peo-
ple visiting Kakunodate is the old Samurai houses
(Bukeyashiki) which have remained. The houses are alive
since people are actually living there, and the inhabitants
have been accepting various film crews.

Sakamoto: The city of Kakunodate was founded about 387
years ago by the Northern Satake Clan, a branch clan of
Satake in Akita. There were 6 buildings constructed at the
end of the Edo Era, and their descendants are still living
there.

The present mayor of Senboku city, Mr. Ishiguro, is living
in one of them as the head of the Ishiguro household. As a
small replica of Kyoto in Michinoku (North Eastern Japan),
Kakunodate came to be famous and we have more than 2
million tourists a year. Kakunodate was selected by the
national government as an important traditional building
conservation area along with Kyoto, Hagi, Tsumago-juku in
the Kiso district, and Shirakawa-go.

Kakunodate Film Commission was established in 2002.
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Since then, The Twilight Samurai, directed by Yoji
Yamada, was shot at Matsumoto House and Iwasaki House
for the dueling scene. Also, director Yamada filmed a samu-
rai drama, The Hidden Blade, at Aoyagi House in 2004.

People are still living in those samurai houses, and their liv-
ing space is cultural property. There are advantages and dis-
advantages there. One advantage is that people watching a
film can feel real human activities on screen compared to
those in film sets. Natural scenery can't be expressed by sets
or at the studio. It seems more local people are interested in
filmmaking by being filmed in their living space. In order to
preserve this scenic attraction, the city has been burying elec-
tric wires in the ground and relocating utility poles back into
the sites to make them less noticeable.

On the other hand, there are disadvantages. Sometimes, use
of community roads is restricted by traffic control for film-
ing. Since the streets of the samurai houses are for living,
long hours of filming may have an impact on the daily lives
of nearby residents. And also, residents may suffer stress by
being exposed to the eyes of the others. Once we had a prob-
lem in which tourists complained of coming a long way and
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tourist facilities were forbidden to enter. With sufficient
attention given to the claim, now we explain this to film
crews when inviting films.

To factor in these issues, we think that Kakunodate Film
Commission must draw up rules regarding filming. Our
efforts should be placed on securing the lives of residents,

and providing a pleasant sightseeing experience for tourists.

Maezawa: Did the residents seek temporary housing when
Mr. Yoji Yamada directed the films there?

Sakamoto: They were actually living there and kept quiet
for a while. Sometimes roads were closed to traffic for pro-
longed periods of time because a large crane was brought
into the road and camera persons were on the crane to film.
We never had experience in hosting a big film like The
Twilight Samurai; we didn't know how to deal with them.
However, various things have been taken into consideration
since then.
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Speaker: Koji Yamada (Watarase Film
Commission)

Maezawa: Watarase Film Commission is the next presenter.
It's based in Kiryu City, Gunma Prefecture. The city of Kiryu
once enjoyed a leading role as a production center of silk
fabric. People used to say, "Nishijin of the West and Kiryu of
the East." The textile industry is now less active compared to
the past, but various entrepreneurs, such as a designer who
was once involved in the industry, live there.

Yamada: Hello. My name is Yamada. What kind of people
are working with us in Kiryu City? The creators. The core
industry in Kiryu City is related to fashion. Speaking of the
film commission, we normally think its relationship is a con-
nection between film crews and buildings as well as the sur-
rounding area, but today I'd like to talk about the relationship
between clothing and the film commission considering cloth-
ing, food, and housing as culture.

The textile industry have gathered in a wide area of Kiryu.
Do you remember the embroiderey on the back of the biker

jackets in Kamikaze Girls? That embroidery was stitched in
Kiryu. The ring jacket worn by boxer, Koki Kameda, is
made in Kiryu. I think few people have heard of it. And
believe it or not, even people in Kiryu don't know about this
fact. This is a major issue, I think. Local people don't know
how the local industry has broadened. Therefore, publicity
means advertising and regional development at the same
time.

In reality, producers want to get what they want immediate-
ly, and the film commission wants to inform them of what
we can offer them in Kiryu. Since 2002, as one of our activi-
ties, we've been putting effort into creating a place of interac-
tion between every person responsible for costumes and
fashion.

Specifically speaking, we held a symposium titled
"Costume Town Kiryu." Both textile makers and filmmakers
each have their own schedules. They never even had the
chance to talk about meeting each other. After the sympo-
sium, we also held a party open to the public. However,
somehow people got the wrong idea from the title "Costume
Town." There were many people in various costumes. It
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became a masquerade party with women in exquisite cos-
tumes.

Since then, a project proposal to a producer for a film titled
Furefure Shojo was shot the other day at the baseball stadi-
um in Kiryu for scenes of the final game of the local Koshien
(high school baseball) tournament. The cheer group dressed
in matching T-shirts in the film. Those T-shirts in the film
can be ordered from a manufacturer in Kiryu and a price can
even be offered on the same day. The production line and
detailed fittings can be done during location scouting.

When tourism and industrial TV programs visit Kiryu for
location scouting, we provide information on products which
they couldn't find in their research. Those products were
actually purchased by them.

Speaking of the relationship between Kiryu and internation-
al films, a dress worn by the heroin in 8 1/2 Women, directed
by Peter Greenaway, was made in Kiryu. Kiryu also provid-
ed Obi (Sash) used in the Hollywood film SAYURI. We are
encouraging the local manufacturers to display the Obi actu-
ally used in the film for industry promotion in the region.

Our task is to communicate such activities through commu-
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nity FM radio or media. We are thankful to the people of
Nagano Prefecture concerning the creation of a network.
We've set up liaison meetings in Gunma Prefecture, and hope
to send specialized information outside of Gunma, or
Nagano. During this series of operations, we've seen an
increased number of inquiries not only for locations, but also
for textiles and costumes.

These costumes are usually "one and only." It’s all right if
the cost is matched for the costume, however, the budget for
costumes is not that high in the field of filmmaking.
Therefore, manufacturers have to provide samples which will
be actually used in the films, and that means out-of-pocket
expenses by those manufacturers. Putting aside the progress
of merchandising, we have seen the best result of all, in the
improvement of intergenerational relations.

Local manufacturers made and sold the KIRYUJIN T-shirts
to promote local industries. Part of the profits from sales will
be donated to Watarase Commission. Manufacturing to sales
are all handled by local manufacturers' lines. This is a practi-

cal business affair that we are supporting through local skills.
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Maezawa: Is there anyone from a film commission in
Kyushu? Kyushu is an island, and the commissions have
established a network, right?

Sekine: There are 7 prefectures in Kyushu. Kyushu and
nearby Yamaguchi Prefecture are trying to cooperate with
one another through working-level talks. For example, when
we can't deal with a project inquiry, we introduce them to
other commissions. An organization called Kyushu Tourism
Promotion Organization, which was established by prefec-
tures in Kyushu, supports filming conducted in two prefec-
tures through subsidies. However, each prefecture doesn't
grant any money.

Maezawa: Some cities in Japan support filmmakers finan-
cially within their budgets by submitting application forms,
unfortunately there is no system with a large budget. I think
two cities are covering the cost for location scouts. In Japan,
even if there is an incentive, it's just for a work to be filmed
in Japan. I think incentives in Japan have a slightly different

meaning from incentives in other countries.

Bohrer: When film crews look for mountains, they come to
Austria since filming in Switzerland or France costs so
much. There are 3 regions in Austria, so they compete
against one another. In the past 2 years, Tirol developed a
broader market and invited 57 productions from India.
Productions from India don't have much money to spend.
They even bring food when filming and don't spend money
in the restaurants in Austria. However, Austrian film com-
missions compete to invite them. I think they foresee poten-
tial tourism from India.

My next question is whether you have cooperative relation-
ship with tourism associations. For example, there is a plan
to film somewhere in Japan. You have a long-term plan to
invite tourists in the future, or to rely on that place to pro-
mote tourism. Do you have such intentions when working
with tourism associations? What we are trying to do in
Europe is to use, for example, TV series to invite tourists to a
certain area. To cite a case, thanks to The Sound of Music,
even though it was made 6 decades ago, Salzburg still
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are interesting, so people generally give approve.

Sakamoto: Recently an increasing number of Kakunodate
citizens have been learning about the film commission, and I
think we can expect the residents to understand by giving
notice in advance about the filming. The present mayor of
Senboku lives in a samurai house. He used to say that he did-
n't like the idea of the film commission, since tourists can't
look around the premises because of filming. However, he
now shows understanding after becoming the mayor; there is
no problem now. Over the past 5 years, the situations in
Kakunodate have been gradually changing.

Maezawa: Mr. lida of NPO, Hino film commission, would
you come here? The commission is situated nearby Tokyo,
and he was a film producer before. I suppose that you have
filmed at various places and had to ask for the cooperation of
the local public, so you may have a few tips that worked well
or there might be something one should not do. Please give
us your advice, if any.

lida: At first, you should know about the place where you are
going to film. And the language used when you're asking for
cooperation requires extreme caution. When filming a beau-
tiful place, that's fine. You can just say, "This place is so
beautiful that I'd like to film it." The problem is when you're
going to film at a place that is not so beautiful. You may
have to film someplace a resident doesn't want to show,
therefore, I do watch my language. If there is a film commis-
sion, you should go there before you go any further to get an
account of the place. The most important thing is to adjust
yourself to the local style, I think. From the perspective of
the film commission, you sometimes encounter an undepend-
able person. In such a case, there may be a gap in enthusiasm
in our attitudes. On the other hand, for a person who has
worked with us in the past and we think we can trust, we'd
like to respond to his/her request even if it may be too much
to ask.

Bohrer: The situation is the same in Europe. For example, a

production company was in a hurry and failed to adequately
restore to original condition a place which was loved as a
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location for 20 years. The place has never allowed its use
again since then. One production company's insincerity
caused a loss for the entire film community and not just for a
certain project. The impact is really significant, isn’t it?

Ohno: I'd like to introduce an awareness campaign for citi-
zens conducted in Osaka. A film titled Happily Ever After is
being screened at TIFF. The theme of this film is the place
called "Shin-sekai" (New world). So we decided to host a big
event if the film would be screened there. Of course, actors
come to the place at the time of filming, and the general pub-
lic gets in the way of filming. Therefore, we decided to carry
out a campaign not during filming, but in commemoration of
the release by inviting the director and the actors, which
would be planned by our FC in a proper fashion. What we
actually did was to yellow-carpet, not red-carpet, about 80
meters of the road, and local people numbering in the hun-
dreds who cooperated with filming gathered by the roadside
and let the director and the actors pass on the carpet and
greeted them. That made a type of film campaign, so it
received a high degree of media coverage and we received
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great feedback.

Maezawa: How do you handle people who come to see
filming?

Davis: People know what's going on since we set up yellow
signs at the time of the film shoot, and it sometimes attracts
spectators. Actual filming takes time and is boring.
Therefore, many people are satisfied watching for just 5 or
10 minutes and go away. Police officers are present on the
set according to the regulation of Edinburgh so that citizens
can watch the scene safely. Of course, people have the right
to come. For example, when a person wants to go through
the site, we don't have the right to stop them.

Bohrer: Persons with short tempers are around every corner.
The situation in Edinburgh is just the same, especially sen-
iors. They say they have been using the road and they don't
want to use a detour. In some cases, people get in the way of
filming, but we shouldn't yell at or order them. Proper words
must be used. If you persuade a street crowd patiently, they
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will understand in the end even though they first get angry. It

also depends on the qualifications of the location manager.
Maezawa: Are police officers present on location?

Bohrer: Until a few years ago, presence of police officers
had been required and at least two police officers were nec-
essary to block off the roads. Police officers came to the
filming when more than 100 or 200 extras were used.
However, the police ask us for crowd control when the roads
are required to be blocked off since they don't have time to
be present. They recently don't have enough personnel.

lida: I always wonder whether police presence is better or
not. When I, as a producer, think it's better to have police
officers on location, I go to the Traffic Regulation Division
and invite them by saying, "We're going to have an actress
tomorrow. How about coming to see her?" When I don't
want them to be there, I tell them that they must be busy and
they don't have to worry about anything since we will handle
things in a proper manner. However, the most troublesome

thing in Japan is that only one stubborn, old person's emer-
gency call can stop production. Even though the problem is
minor, a problem is a problem and we must stop filming.
There isn't any relationship of mutual trust between the
police and TV/filmmakers. That's the primary issue in Japan.

Bohrer: We first have to advertise widely. We need to tell
the police in advance. Even if there is a call of complaint by
an angry, old person, you don't have to stop filming since
you already obtained permission from the police.

Davis: The same applies in Edinburgh. I mean that's one of
the information services. To pass information to the police in
advance is also one service. We have strong relationship of
trust with the police which may be one reason. The police
officers are respected in Edinburgh. When one police officer
is present on location, people all think the filming is all right.

Questioner: I'm teaching at an all women's college, so actors

are more popular than actresses among the students and they
will definitely want to see them if there is a film shoot.
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However, we have a strong image that film locations and the
general public should be separated from the perspective of
the film commission. Considering such a situation, I'd like to
hear whether acts such as taking pictures with actors/actress-
es are regulated in Austria and Edinburgh. I also want to
know about other Japanese cases.

Bohrer: This is a universal issue. If there are flashes between
takes, that's a technical problem. However, it will be a legal
issue from the perspective of portrait rights. My opinion is
that filming shouldn't be carried out in public. If there is
filming in public, people will want to take pictures as a mat-
ter of course. This can be especially true for a place like a
school. A warning not to take pictures is necessary when
filming actually takes place. People take pictures when a
famous actor comes, but we'd like to prevent such a situation
as much as possible.

Davis: In case of The Da Vinci Code, everyone knew filming
would be starting. However, the press division tried not to
speak about it, and prohibited information, pictures, and set
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visits by journalists. They're filming in a church located in a
suburb of Edinburgh where only an extremely limited num-
ber of people can come. With the nature of the film, they
blocked a road so that people couldn't come to the church. Of
course, the press tried desperately to take pictures. There was
a road which connects the church and a parking area, so the
press tried to take pictures standing on the windows of their
cars. The location manager was very wise and suggested
something like this, "How about receiving money in
exchange for letting them step onto the set? And maybe you
can donate the money to charity." They made the press take
pictures and donated the money they received to charity. And
then, the manager did a great job of leaking this fact to the
press. Accordingly, everyone became nice.

lida: We welcome people coming to watch filmings. We're
very happy to have citizens on the set, and even advise where
the best place to see is. However, we ask them not to take
pictures. They take our request favorably. So my advice is
that production companies must not respond in a cowardly
manner, but let potential customers see the set within the
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scope of your convenience.

Maezawa: We have Mr. Lee from the Busan Film
Commission. Let's hear the situation there. A lot of works
were filmed in Busan and the film commission was estab-
lished seven years ago, in 1999. Do you think the citizens
have considerable understanding of film shoots since then?

Lee: At first we allowed citizens to watch actors and film-
ings since there were not many film shoots in Busan. But
now, there is a lot of film shoots seen in Busan; some people
complain about it. Many people understand the situation
compared to the past since they now have an image that
Busan is a city with lots of location filming. On the other
hand, there are still many people complaining to have film
crews in the city.

Maezawa: Last of all, the Japan Film Commission
Promotion Council has a network with each film commis-
sion, and we're working on cooperation, not competition, as I
said before. There are many film commissions in Japan and

most of them are located in local areas, so they are all work-
ing hard to let filmmakers know about the advantages of
local areas, who decide to film there. Edinburgh is a small
town in Britain with a population of 400,000. On the other
hand, Vienna is a fairly large city, but it has Tirolean land-
scapes in general like Matsumoto City in Japan, and various
other things except an ocean. They are working hard to invite
various films to film in their countries. I think we learned a
lot from them since they are from cultural cities. Thank you
all for coming a long way and sharing with us your valuable
experiences.
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Presenter: Mako Tanaka (Kobe Film
Office)

Maezawa: Well, this year marks the 6th anniversary of the
Japan Film Commission Promotion Council. At the moment
we are in transition, I think. Now let's have a special message
on how the council should be from hereafter.

Tanaka: I think Japan has very attractive locations even from
the viewpoints of foreign countries. Recently, we have been
receiving offers and inquiries to film in Japan from overseas
filmmakers. The most frequently asked question is, "where
would you initially advise is the best place?" When we ask,
"Where would you like to film?" most of them answer, "No,
no. Which area in Japan would you recommend?" They don't
know much about Japan, so they say they need a helping
hand.

100 FCs out of more than 100 FCs in Japan became mem-
bers of the Japan Film Commission Promotion Council. In
that sense, it's the only organization in Japan. As a word
included in the organization's name, our initial purpose was
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to promote and gain recognition of the film commissions.
Thanks to the related parties' efforts, 70% of the Japanese
films which are released are supported by any one of the film
commissions now. It took just 6 years to get to where most
people in the industry recognize us through talk of film com-
missions like, "Yes, I've heard of it."

That said, we always face new issues. When we receive
inquiries from abroad, we can communicate with the others,
but we still can't answer things like which location is good.
We are partners rather than competitors. Therefore, we don't
compete against each other such as "We are better," or "That
place is better." Our operations are to invite more and more
domestic and international filmmakers to locations in Japan.
We began to feel strongly that we have to strengthen wider
networks from now on.

For inquiries and consultations by overseas producers, it
would be better to have a collaborator for responding to
them. We receive numerous inquiries. If there is a contact to
whom overseas producers can casually inquire, we'll get
more inquiries and we'll be able to invite more works.

As for information exchange, we'd like to promote informa-
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tion sharing which will be a great asset for all since it's diffi-
cult to obtain information on each location; for example, the
situations in Nagano or Tokyo, without going to these places
or having personal meetings. In overseas cases, film commis-
sioners have been involved in operations for decades, but
persons in charge in Japan change after a few years when
handled by public administrations. In those cases, know-how
will not be handed down to the next generation. Therefore,
human resource development is very important. I think we
have to be sure to carry on.

There are government agencies such as the Agency for
Cultural Affairs and the police which control the film and
image industries in Japan. We'd like to continue discussions
with those agencies to make Japan better. We've also set up
an Exploratory Committee aiming at upgrading current coun-
cils in the form of the "Japan Film Commission" targeting
2009 for its establishment. The purpose of the Japan Film
Commission is to contribute to the film industry in Japan and
abroad by conducting various activities both at the micro and
macro levels; and to contribute to your own local community
at the same time.

Our mission has not been completed even if FCs are now
widely recognized. We consider now is the time to take the
next steps. The reason why I took this time is that we'd like
to have all of you who have already started up film commis-
sions; all those who have not yet started up film commis-
sions; or those who have started up film commissions, but
have not yet participated in our activities to join our Council.
Thank you for your attention.

Maezawa: That's all for this session. We heard about stories
of Kakunodate, where director Yoji Yamada had been the
vice chairman of our commission. The only overseas loca-
tion where director Yamada filmed for It’s Tough Being a
Man was Vienna. Mr. Bohrer was involved in the Vienna
location as a location manager. Everywhere we go, there are
various kinds of connections. Japanese film commissions
have very close contact with each other, and also the world's
film commissions are meeting at various places to exchange
information. Through these exchanges of information, you
can feel all of the film commissions are internationally the
same even if your area is very local. We have common
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