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COMMENT

It is with great sadness that in 2004 the MIFED, as we all once knew
it, has come to its ultimate demise. In the heyday of the 80’s and
90’s the MIFED Market reigned supreme for two very outstanding

factors: it was slotted six months after Cannes, and its greatest
advantage was that every aspect needed to achieve a successful
business oriented market was UNDER ONE ROOF. The restaurants
and food in Milan are fantastic and the magnificent Villa D’Este
located on Lake Como was always a favorite haunt to end the long
hectic week enjoying the beauty of Lake Como champagne in hand.

Astaunch supporter of MIFED – The Business Of Film was
launched there in 1982 – for the first time this publication finds
itself no longer able to support the virtues of the event as it has

in the past. When, over the last six years, other publications dismissed
MIFED, The Business of Film stood its ground spouting all the positive
aspects that it felt still existed for the MIFED market up until 2002. 

Many in the industry feel the MIFED organization  ‘simply
doesn’t care’ and that argument has validity. Without
rehashing all the ins and outs that everyone is familiar with,

for the last two years attending MIFED has been the worst. In 2002,
Eleana Lloyd and her team Pascale and Mercedes who were all familiar
with the industry were relieved from the day-to-day, and new
management was brought in. It was a disaster. In 2003, MIFED saw yet
another change in management, with a front person who was not
prepared to ‘listen’ to suggestions on how to possibly keep together a
fragile glass that was badly cracked at the seams and about to break.
Instead,  ‘management’ chose to hide behind arguments of the ‘mighty’
Americans versus the Europeans, some of which could be true in a
given context. BUT the simple irrefutable fact is that MIFED had many
many opportunities over many many years to ‘listen and fix’ the
fundamental problems and they blew it. 

Even in 2004 the MIFED organization has not ‘listened’ or
‘responded’ adequately to the needs of the film community. For
years the industry has spoken out about failed projection rooms

and screenings. That happened again in 2004. The ridiculously
complicated forms are still around in 2004. The constantly changing
geography of finding your way around MIFED is still evident in 2004.
The one positive aspect was the staff who overall were supremely
cordial and helpful, particularly Anabella. Every thing was Plus Ca
Change Plus C’est La Meme Chose. WHY with a reduced marketplace,
was the event not contained in the old building with an extension into
the new building? Empty spaces the size of football fields reigned
supreme, and made getting to the companies and the screening rooms
during the TWO-DAY market a ‘bore’ as one buyer said. 

Some companies of the 100 or so exhibitors did business. Adriana
Chiesa Enterprises with a bevy of new quality titles did
extremely well. Shoreline Entertainment did so much business

they were positively ecstatic. Capitol were able to spend more quality
time with the buyers and did good sales. Another company that asked
to remain anonymous did so well (way beyond the asking price on a

movie that had sat in the library for 18 months) that the spokesperson
was embarrassed but beaming. All this was good news and not
unexpected from an event attended by approximately 125 buyers from
around the world, but it does not make a MARKET. 

The activity that was generated occurred over Tuesday and
Wednesday, and by Thursday evening a number of exhibitors
had taken down their posters and materials, closed up shop, and

left for a last visit to Villa D’Este. By Friday morning the corridors
were empty, the atmosphere worse than a morgue, and there were many
sad faces. The Empire was Dead. One company called it ‘an
unmitigated disaster’. Another said it was the  ‘last MIFED’ for their
company, the organization simply does not ‘listen’ to the needs of the
film community, business is too tough, and in a fundamentally changed
industry base, as much as he had hoped, ‘the trip was simply not worth
it’.

CAN THE EMPIRE STRIKE BACK??  It certainly cannot if it is
seriously thinking of a three-day event in Milan that will then
move to Venice. In 2003, The Business of Film suggested to

management that MIFED should become a European market. We were
told we were being dismissive because MIFED was an ‘International
Market’. It is clear that the management of MIFED does not understand
the Film industry. One course of action would be to take onboard an
experienced film professional consultant and try to re-group with a
renewed and different focus. 

Some suggestions came up in talking with a small number of sales
companies. Looking at a pre-market before MIPTV may be
worthwhile, or better still pre-MICOM, leaving sufficient time

for the companies to get organized for the now permanent AFM event.
Perhaps it may be that Berlin can fill the gap, but the cost of the Euro
(coupled with Cannes Film Festival fiscal exposure) and weather
conditions may not be so attractive. Perhaps Reed MIDEM will take a
closer look at the MIPTV screening they have been promoting and
Focus with a Feature Film section at the April TV Market. If they were
to do that, they would need to ‘strongly factor in’ the fact that whilst
feature films sell to TV (and it’s a very lucrative and essential ancillary)
Feature Films of themselves are a ‘breed apart’ and need to be handled
differently. Having coined such successes with TV Events, perhaps a
TV market embracing ‘a feature film market sensibility’ would present
a challenge. Perhaps, however, it may be a conflict with the Cannes
Film Festival being so close.  

What is clear is that, if MIFED is smart, it will go back to the
drawing board, re-group, and come out fighting with an
event that can attract buyers and sellers alike. It will take

time to build again. Ultimately it may be simply too late, and the
companies – both buyers and sellers – will find a slot that best suits
their individual company fiscal strategy.  

The Empire Is Dead Long Live 
A New Dawn For Worldwide Markets



D
IA

R
Y

AFM 2004

A F M  N O V E M B E R 2 0 0 4 T h e  B u s i n e s s  o f  F i l m   3

TV5 USA Sponsors Series With French Directors
In Eleven Universities Across The US

TV5 USA, the 24-hour French-
language channel, is the lead
media sponsor for the nation-
wide event On Set With French
Cinema taking place in October
and November at universities
based in New York, Columbus,
Chicago, Los Angeles and San
Francisco.  The event is
presented by Unifrance and the
French Ministry of Foreign
Affairs in partnership with 11
American Universities.  Patrice
Courtaban, COO of TV5 USA,
remarked, “French cinema is an
extremely important cultural
aspect of society which impacts
us as individuals and as a
community. TV5 USA is very

pleased to be part of On Set with
French Cinema, because it
allows top French film directors
to interact and discuss the art of
film with students in an effort to
educate, expand, and open
themselves to the world of
French filmmaking.” Six world-
renowned French directors are
participating: Olivier Assayas,
Luc Besson, Claire Denis,
Benoit Jacquot, Jean-Pierre
Jeunet, and Jean-Paul
Rappeneau. Each director will
share personal experiences as
filmmakers, screenwriters,
directors of actors, and/or
producers with aspiring
American filmmakers at three or

four universities and will present
a handful of feature films. 
TV5 USA features a broad line-
up of film, news, entertainment,
lifestyle, children’s,
documentary, and sports
programming. The channel
delivers 22 daily newscasts from
France, Belgium, Switzerland,
and Canada featuring in-depth
reports from bureaus worldwide,
including the TV5 news team
and the national news from
France’s France 2 and France 3.
TV5 also schedules a number of
films (subtitled in English)
ranging from classics and police
thrillers to dramas. TV5 Monde
(World) is the only digital,

global French-language network
broadcasting 24 hours a day, 365
days a year, to more than 167
million households worldwide,
making it the third largest global
network in terms of subscribers,
after MTV and CNN. In addition
to TV5 USA which is seen
throughout the U.S. on cable
systems belonging to Comcast,
Time Warner, Cox and Adelphia,
TV5 is seen as a basic cable
channel on seven different feeds
– TV5 Africa, TV5 Latin
America, TV5 Asia-South
Pacific, TV5 Europe, TV5
France-Switzerland-Belgium,
TV5 Orient, and TV5 Quebec-
Canada.

Two legendary stars of stage and
screen were honored at the 2004
San Diego Film Festival, in the
historic Gaslamp Quarter of the
city. Cliff Robertson and Phyllis
Diller both accepted awards at
the Festival’s exclusive Actor’s
Ball and Awards Ceremony held
on Oct. 2 at the Hilton Gaslamp
Hotel. A native of San Diego,
Academy Award winning actor
Cliff Robertson,received the
2004 Lifetime Achievement
Award, which is bestowed upon
an actor whose work has made a
significant contribution to film
culture and set a standard by
which other actors are compared.
The San Diego Film Festival’s
Governor’s Award was presented
to Phyllis Diller. The Governor’s
Award is bestowed up on an
individual who has shaped the
definition of actor/actress by
excelling in film, theatre and
television, and has crossed over
the mediums with grace, poise,
and style. For her work not only
as a comedienne, but also as a
film, television and stage actress,
Ms. Diller has been an
inspiration to others.
Commenting on receiving the
award, Mr. Robertson noted,
“Maybe Thomas Wolfe could not
‘go home again,’ but not this La
Jollian. Not when presented with

the Lifetime Achievement Award
from the San Diego Film
Festival!” Robertson has
appeared in more than 70 films,
and received the Academy Award
for Best Actor for his
performance in Charly. 
Diller is known for her work as a
comedienne, film, television and
stage actress, author, recording
artist, spokesperson, gourmet
cook, entrepreneur, concert
pianist, philanthropist, and
humanitarian, and is
unquestionably one of the most
beloved people in show business. 
The Actor’s Ball and Awards
Ceremony was emceed by
Extra!’s Michael Corbett and
featured Soleil Moon Frye, Rick
Schroder, James Russo, Brad
Rowe, James Van Der Beek,
Michael Ironside, Melissa Joan
Hart, and more.
The San Diego Film Festival is
an annual celebration of film
produced by the San Diego Film
Foundation. The competitive
five-day event, which celebrates
actors’ work, highlighted more
than 80 films and showcased the
best in American and
international feature,
documentary and short films.
The Festival also includes
educational workshops and
panels.

Two Legends Are
Honored In San Diego

The annual Oscar® Awards is
getting underway with the
announcement by Academy
President Frank Pierson that
forty-nine countries have
submitted films to the Academy
of Motion Picture Arts and
Sciences for Academy Award
consideration in the Foreign
Language Film Award category.
The submissions in for 2004
include: Afghanistan, Earth and
Ashes, Atiq Rahimi, director;
Argentina, A Lost Embrace,
Daniel Burman, director; Bosnia
and Herzegovina, Days and
Hours, Pjer Zˇalica, director;
Brazil, Olga, Jayme Monjardim,
director; Chile, Machuca,
Andrés Wood, director; China,
House of Flying Daggers, Zhang
Yimou, director; Croatia, Long
Dark Night, Antun Vrdoljak,
director; Czech Republic, Up
and Down, Jan Hrˇebejk,
director; Ecuador, Chronicles,
Sebastián Cordero, director;
Egypt, I Love Cinema, Osama
Fawzy, director; Estonia,
Revolution of Pigs, Jaak Kilmi
& René Reinumägi, directors;
France, The Chorus, Christophe
Barratier, director; Germany,
Downfall, Oliver Hirschbiegel,
director; India, Shwaas, Sandeep
Sawant, director; Iran, Turtles
Can Fly, Bahman Ghobadi,

director; Israel, Campfire,
Joseph Cedar, director; Italy,
The Keys to the House, Gianni
Amelio, director; Japan, Nobody
Knows, Hirokazu Kore-eda,
director; Korea, Tae Guk Gi,
Kang Je-gyu, director; Malaysia,
A Legendary Love, Saw Teong
Hin, director; Mexico, Innocent
Voices, Luis Mandoki, director;
The Netherlands, Simon, Eddy
Terstall, director; Palestine, The
Olive Harvest, Hanna Elias,
director; Philippines, Crying
Ladies, Mark Meily, director;
Portugal, The Miracle
According to Salomé, Mário
Barroso, director; Russia, Night
Watch, Timolir Bekmambetov,
director; Serbia and Montenegro,
Goose Feather, Ljubisˇa
Samardzˇic´, director; South
Africa, Yesterday, Darrell
Roodt, director; Spain, The Sea
Inside,  Alejandro Amenabar,
director; Sweden, As in Heaven,
Kay Pollak, director;
Switzerland, Mein Name Ist
Bach, Dominique de Rivaz,
director; Taiwan, 20 : 30 : 40,
Sylvia Chang, director; Thailand,
The Overture, Itthisoontorn
Vichailak, director; Uruguay,
Whisky, Juan Pablo Rebella &
Pablo Stoll, directors; Venezuela,
Punto y Raya, Elia Schneider,
director.

49 Foreign Films Vie
For Academy Awards
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Source: Thomson Financial Datastream

US $ TO UK £ (WMR) - EXCHANGE RATE
FROM 17/10/03 TO 19/10/04 DAILY

OCT NOV DEC JAN FEB MAR APR MAY JUN JUL AUG SEP OCT
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HIGH 1.90485 18/ 2/04 LOW 1.66605 11/11/03 LAST 1.80460 Source: DATASTREAM    

15 Sep 2004

19 Oct 2004

% Update

1,162,45

1,144,50

-0.17%

41,315

41,325

-0.08%

45,785

45,775

-0.08% 

S. Korea
Won

Thai
Baht

Indian
Rupee

6,021

5,942

-2.82%

1,240

1,229

-3.33%

7,473

7,253

-2.99%

Danish
Krone

Swiss
Franc

Swedish
Krona

615,45

608,900

-.026% 

11,537

11,458

-0.18%

2,901

2,868

-0.40%

Chilean
Peso

Mexican
Peso

Brazilian
Real

Since 1982, The Business Of Film has tracked the Pound
Sterling, French Franc, German Marc, Italian Lire, Spanish
Peseta, Japanese Yen and Australian Dollar. The chart to the
left shows the value of the dollar against the 3 key currencies
which are not part of the EEC (The Euro). The chart below
shows 9 new currencies we have introduced based on requests
from our subscribers. On-line at www.thebusinessoffilm.com
we will continue to track the European currencies until they
expire. Next issue we will be introducing more currencies based
on what our readership has told us it needs.

1982
1990
2001
2002
2003

9 Feb 2004

26 Apr 2004

15 Sep 2004

19 Oct 2004

% Update

5,732
5,711
6,919
6,462
6,348

5,375    

5,596

5,630

5,578

-.61%

2,489,000
1,494,000
1,113,200
1,241,600
1,198,700

1,05,735

1,085,650

1,102,150

1,084,900

-1.51%

09,920
12,090
18,310
18,075
16,736

1.2,880

1,362

1,438

1,376

-4.28%

Pound
Sterling

Japanese
Yen

Australian
Dollar

TRACKING THE FLUCTUATION OF THE US DOLLAR AGAINST KEY CURRENCIES
Taking a base of $10,000, the figures below show the average rate for each of the currencies against the US dollar
during each of the years listed, the value of the currency on 19 October 2004 and the percentage change in rate since
The Business of Film update on 19 September 2004. The graphic chart shows US$ to Euro.
Source: Thomson Financial Datastream

THE BUSINESS CHART FINANCIAL UPDATE
Monitor
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Acquisitions Further Strengthen & Expand
HEC Position In The United Kingdom

In the second quarter of 2004,
following a stable growth of
profits from the previous

year, Home Entertainment
Corporation (HEC) acquired the
assets of In-Store Movies (ISM),
the UK’s second largest
independent provider of video
and DVD rental and retail
products to the convenience store
sector, after HEC’s Video Box
Office (VBO). Strengthening the
market position of VBO, the
acquisition will not only enable
HEC to achieve economics of
scale, but provide the company
with the national coverage to
grow its success in the
competitive and fast-moving
convenience store sector. Ian
Muspratt, HEC’s Chairman, said:
“In-Store Movies is VBO’s
longest established and largest
independent competitor. Its

acquisition will enable the
company to achieve further
profitable growth in the rapidly
expanding convenience store
sector.” 
The company completed the
conversion of ISM customers to
the VBO format in mid-July. The
conversion provides ISM
customers with access to an
upgraded DVD rental product
offering improved provision of
new releases and a free re-
merchandising service including
full point-of-sale update. ISM
customers received a minimum
of 50 new DVDs in exchange for
VHS videos to bring the product
offering in line with current
trends where DVD is accounting
for 73% of video revenues in the
convenience store sector and
growing. The conversion also
activated ISM customers’ access
to VBO’s successful sell-thru
product range.
In a separate transaction
expanding its fast-growing mail
order business, Choices Direct,
Home Entertainment Corporation
has acquired the customer
database from the Jersey-based
liquidator of Splashdvd.com. The
database consists of more than
200,000 consumers of home
entertainment with a similar
profile to existing Choices Direct
customers. With limited overlap
with the existing Choices Direct

customer database, HEC believes
it can target and generate
significant incremental revenues
from former Splashdvd.com
customers. Mr. Muspratt added:
“We are continuously looking for
opportunities to expand the
business. The acquisitions of In-
Store Movies and the customer
database of Splashdvd.com are
good examples of how we
believe we can achieve
profitable, long-term growth
cost-effectively.”
Results for the 53 weeks ended 5
June 2004 released early
September 2004 showed Sales at
HEC increased 6.8 per cent to
£128,862,000 (2003:
£120,664,000) reflecting the
continued buoyant demand for
Digital Versatile Discs (DVDs)
and games software against a
background of significant price
deflation in DVDs. Although
rental activity was adversely
affected by unprecedented hot
and fine weather, the Internet
business grew by 74.4 per cent
compared with 2003. At the end
of July, the company invested in
new warehousing and
distribution premises, which has
enabled the consolidation of
operations within one facility.
During 2004, the company
appointed two additional non-
executive directors - Michael
Riding and John Sealey. Riding

comes from Lloyds TSB Bank
plc where he was Managing
Director, Corporate Banking and
Chairman of Lloyds TSB
Development Capital Limited,
while Sealey served as Group
Finance Director of the
Company until his retirement in
May 2004. Both are members of
the Audit and Remuneration
Committees. 
Home Entertainment Corporations
divisions include Video Box
Office, which provides a service
United Kingdom wide to
convenience stores and other
retailers, enabling them to add
DVD and video sales and rental,
computer games, software sales,
and music sales to the range of
products offered to their
customers.  Choices Direct is the
mail order service by mail,
telephone, or over the Internet via
Choices Direct’s website which
offers DVDs, videos, computer
games, and talking tapes released
in the United Kingdom. Choices
Direct also manages a
comprehensive service ranging
from title selection, advice, and
compilation, through to fulfilment
of customers’ orders, which fulfils
DVD and video sales for many of
the large mail order catalogue
companies in the United Kingdom,
including GUS, Freemans,
Littlewoods, and Book Club
Associates.

The final MIPCOM statistics
for the 2004 event showed
that 3,557 companies were

represented - a 30% increase over
2003. Industry executives
numbered 10,924, up 7.25% on
2003, and program buyers
numbered 3,296, a 16% increase,
while the 1,398 companies that
exhibited in and around the Palais
des Festivals was 12.5% up on
2003. With the 18,500 square
meters of exhibition space within
the Palais des Festivals almost
fully occupied at MIPCOM, Reed
MIDEM announced a 10-year
agreement with the City of
Cannes. (See separate story.) The
multi media event saw the launch
of the first annual MIPCOM DVD

Awards, organized in association
with the International Video
Federation (IVF) and the DVD
Association, and designed to honor
creativity and innovation in DVD
content. The top Special Jury Prize
went to Capturing The Friedmans,
from Hit the Ground Running and
Notorious Films. The DVD also
picked up the Non-Fiction prize.
“The quality of the entries for the

first year was astonishing,”
comments IVF President and
MIPCOM DVD Awards Jury
Chairman Jean-Paul Commin.
“DVD has become a medium in its
own right, set apart not only by the
innovative technology it uses, but
also by the diversity of the
editorial content.” Lucasfilm took

advantage of the TV companies
gathered and held its first global
TV Summit for 150 of its
worldwide television partners. The
Summit discussed marketing plans
for the upcoming release of the
final episode of the Star Wars
franchise.  Similarly, 20th Century
Fox Television Distribution jetted
in a host of its stars, to promote
their respective shows.
MIPCOM JUNIOR, the two-day
children’s program screenings
(held at the Noga Hilton, Cannes,
October 2-3), launched the first
Licensing Challenge, headed by
former Chief Marketing Officer
of Toys “R” Us, Inc, Warren
Kornblum. The event was
designed to allow selected

producers to pitch the licensing
potential of upcoming programs
to a jury of internationally
respected licensing and retail
experts.
Also in 2004, MIPCOM
introduced a book publishing
conference, organized in
partnership with the London Book
Fair. The panel examined the
developing links between
television producers and book
publishers and how to adapt
original written works to film and
television. Publishing houses
participating in the case study
session included HarperCollins
Entertainment, Orion Publishing
Group, Curtis Brown, and Penguin
Television. 

MIPCOM Stats Indicate Economic Upswing

Ian Musprat, Chairman HEC
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The City of Cannes has secured a
ten-year agreement with Reed
MIDEM, the organizer of
professional international
tradeshows, maintaining its
international tradeshows on the
Cote d’Azur until at least 2014.
Each year, some 50,000 industry
professionals from the music,
television, property and retail real
estate sectors travel to Cannes to
attend a Reed MIDEM market,
making Reed MIDEM the city’s
leading commercial partner. “Reed
MIDEM has been holding
tradeshows in Cannes for the past
38 years,” notes Reed MIDEM
Chief Executive Officer Paul Zilk.
“I’m delighted that this ‘marriage’
will continue for at least another
decade. This agreement allows
Reed MIDEM, the City of Cannes,
and the Palais des Festivals to
adopt a long-term strategy.
Together, we will continue to work
on improving services to our
international clients.” 
Over the past three years, Cannes
has embarked on an ambitious

policy designed to improve the
services that the city offers to
tradeshow attendees. As part of
this policy, Cannes is preparing
two projects to enlarge the
exhibition facilities within the
Palais des Festivals. The first
initiative represents 3,000m2 of
new space in the Espace Riviera.
The second project involves a
10,000m2 underground extension.
Delivery dates are set for 2006 and
2008 respectively. 
Bernard Brochand, member of
France’s National Assembly and
Mayor of Cannes, says, “This
agreement cements the good
relations that have been built up
over the years between Reed
MIDEM and Cannes.  Reed
MIDEM is an historic partner with
the city and with the Palais des
Festivals, which has hosted many
of its new exhibitions over the
years.  Each partner knows what
the other brings to the table. Over
the last three years, Cannes has
significantly improved security,
cleanliness and logistical services

in order to meet the demands and
expectations of exhibition
attendees and of the local
population.” 
David Lisnard, Deputy Mayor of
Cannes and Chairman of the Palais
des Festivals et des Congrès,
comments, “This deal is the fruit
of considerable hard work from
local hoteliers, taxi professionals,
restaurant owners, and service
providers. It recognizes the quality
of the services provided by the
Palais des Festivals staff and
represents economic security for
the Cannes region. This is a win-
win agreement.  It means greater
capacity to grow the exhibition
business, safeguards the prosperity
of Cannes and guarantees jobs.
Now we all need to continue
working to further improve
Cannes’ ability to compete in this
vibrant sector.” 
The terms of the deal cover Reed
MIDEM’s international
tradeshows - MIPIM, MAPIC,
MIDEM, MIPTV, MIPCOM and
MILIA.

City of Cannes Secures Reed Midem

With an unprecedented number
of companies attending the new
AFM fall event, Ardustry Home
Entertainment is among the
many new companies attending
AFM for the first time. Since its
launch in August 2002, the
company has developed a
library of more than 600 titles
covering theatrical motion
pictures, television series,
documentaries and reality
programming, music and sports
specials, lifestyle titles, and a
wide array of “how-to” product.
Cheryl A. Freeman, Ardustry
CEO, said: “We are delighted to
showcase our company’s most

prolific array yet of quality
feature and documentary titles
at AFM. We have worked hard
to gain the trust of top
producers and buyers alike, and
look forward to enriching the
portfolios of buyers worldwide
with our high-profile product.”
Documentary product available
from the company includes
Cracking The Da Vinci Code,
hosted and narrated by Simon
Cox, which takes viewers on
an in-depth journey through
the heart of the mysteries
behind Dan Brown’s best-
selling novel The Da Vinci
Code. Female American Rap

Stars, a feature-length
documentary, showcases the
elite group of women who have
broken through gender
boundaries to make their mark
and gain the respect of their
peers. Ardustry also presents
the award-winning
documentary series Planet
Earth, available for the first
time on DVD. The collection
of seventy-one titles in the
series includes: The Living
Machine, The Climate
Puzzle, The Blue Planet,
Tales From Other Worlds,
The Solar Sea, and Fate of the
Earth.

Ardustry Cracks The Da Vinci Code

Cinemavault, the Toronto based
sales company headed by Nick
Stiliadis, is at AFM with three
recently completed films that are
screening for the first time at the
AFM Fall event. Three, a thriller
directed by Stewart Raffill (The
Philadelphia Experiment), stars
Billy Zane, Kelly Brock and Juan
Pablo DePace. Three is a Dead
Calm remake about two men and a
woman shipwrecked on an island.
Spirit Trap is directed by David
Smith (The Assassination of
Robert Kennedy). The British teen
horror stars Luke Mably, Billie
Piper, Emma Catherwood, Sam
Troughton, and Robert Goodman.
Completing the trio of first-time
screenings is the Irish horror film
Dead Meat produced by
Horrorthon Pictures in association
with the Irish Film Board, directed
by Conor McMahon, and starring
Marian Araujo, David Muyllaert,
Eoin Whelan and David Ryan.
Edelweiss Pirates, acquired from
German based Palladio Films, also
screens during AFM. Centered on
two teenaged brothers’ struggle to
defeat Nazism in the dying days of
the Third Reich, Edelweiss Pirates
is directed by Niko von Glasow
whose Marie’s Song was an
official selection at Berlin and
Locarno in 2004. Completing the
films highlighted from
Cinemavault are the Australian
drama Tom White, nominated for
12 AFI Awards, starring Colin
Friels and Rachael Blake and
directed by Alkinos Tsilimidos, and
the action-comedy The Wannabes
directed by and starring comedian
Nick Giannopoulos. 

Cinemavault
Premiere 
& Screen

Three New
Films

Hockey Mom Available From Cinemavaul

Visit 
The Business

Of Film
Online @

www.thebusinessoffilm.com
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Mo o n s t o n e s
E n t e r t a i n m e n t ’ s
production The

Promise, Chen Kaige’s period
extravaganza set in Imperial
China, starring Hiroyuki Sanada,
Jang-Dong-Gun, Cecilia Cheung,
and Nicholas Tse is currently in
post-production in Beijing and
Hong Kong. Ernst ‘Etchie’ Stroh
attends the AFM buoyed by the
response from distributors and
sales already made on the project,
and the opportunity to discuss the
marketing plans for the
presentation of approximately 15
minutes at the Cannes Film
Festival 2005. Stroh said: “It has
been fantastic undertaking a
production of this magnitude. Our
experienced and skilled team of

Peter Pau and Tim Yip were
amazing, both very professional
and focused individuals. Chen
Kaige is now working with his
Editor on post-production for the
next nine months in Beijing, and
almost 1,000 special effect shots
are being created at the Centro
Digital Studio in Hong Kong.
During the film’s seven-month
physical production, the sheer
magnitude of the undertaking was
an unforgettable and moving
experience. We had a constant
crew of over 400, and we moved
heavy equipment between six (6)
different distant locations all over
China using fifty five (55) trucks
and covering ten-thousands of
miles. Shooting with the local
Chinese crew was an interesting
experience - they work extremely
hard and willingly put in 16–18
hour days when needed without a
whimper, with just one day off
every 10 days. In Yunnan, it was
very hot; in Shangri-La at 12,000
ft. above sea level, it rained
heavily. At every location we
employed more than 1,000 extras
utilizing soldiers from the Army.
The sheer logistics of moving the
crew and equipment were
enormous.” 
Part of the elegance and beauty

that the movie commands lies in
the costumes created and designed
by Japanese costume designer
Kimiya Masago. Some 10,000
different costumes were
manufactured in China. “The
talent of Kimiya Masago and the
efficiency of the costume makers
created garments that are simply
beautiful, which we will be using
in promoting the movie when it
premieres in cities around the
world,” Stroh added. 

The Promise is shot in
Mandarin, and will be
subtitled on its release.

During the shoot, the combination
of the actors’ fame, the production
crew, and the film’s scope created a
buzz throughout South East Asia
and Japan, even though the
production was under wraps. Stroh
commented: “All of the stars are
major personalities in that part of
the world, and the interest in them
and what they are doing is as
intense as it is for stars in the West.” 
Chen Kaige and Ernst Stroh met
two years ago when Stroh
distributed Together worldwide
with critical and financial success.
The two found a common bond and
decided to collaborate and become
partners on Kaige’s pet project The
Promise. Stroh concluded:

“The magic of The Promise lies in
Kaige’s direction and script
combined with the photography,
talent and expertise in action
sequences of Peter Pau. The key to
its magic is that it’s an original
story with a good dramatic script,
and original magnificent costumes
that have never before been seen.
Everything about the movie is
unique and original. The good part,
in some aspects, is that the daily
financial burden is now behind us.
The sad-happy aspect is that it is
over, because it was such a great
experience. I would do it again, in
a heartbeat.” 
The Promise is scheduled by its
international distributors to be one
of the event movies in late 2005 or
early 2006. Chen Kaige won the
first Palme D’Or for a Chinese
language film at the Cannes Film
Festival for his epic Farewell, My
Concubine. The film went on to
garner critical praise, an Academy
Award Nomination, and box office
success throughout the world.
Following the international
success of Farewell, My
Concubine, Kaige directed
Temptress Moon (1996), The
Emperor and the Assassin
(1999), Killing Me Softly (2001),
and Together (2002).

The Magic of The Movie & The Promise

Ladies In Lavender Available From Lakeshore

Ernst “Etchie” Stroh
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The DVD market continues to be
an earnings base for injecting new
revenue life into projects with a
recognized ‘edge’. Joseph Hart of
the Beverly Hills based law firm
Donaldson and Hart recently
negotiated a DVD distribution
agreement for the feature film The
Legend of Alfred Packer (1980), a
true story of a man convicted of
murder and cannibalism in 1874,
produced by Mark Webb. Hart
represents the creative and business
affairs of Los Angeles producer
Mark Webb who recently co-wrote
and co-produced the CBS 2-hour

special Wyatt Earp, Return to
Tombstone and co-produced the
NBC 2-hour special, Attack of the
Killer ‘B’ Movies. Hart is also
representing Webb on his next two
projects: Morning Thunder, in
which an unassuming chiropractor
from Seattle may be the only hope
for survival when a riverboat casino
on its maiden voyage becomes a
living nightmare for 3,000
passengers who are taken hostage
by Al-Qaeda terrorists, and The
Last Gunfighter, one of the first
recorded confessions of a serial
killer.

Legend Of Alfred Packer
Gets DVD Release

MavTV, a new cable/satellite
channel targeting men, is
scheduled to launch in the U.S.
this fall from Mav’rick
Entertainment Networks. The
company has retained Zia Film
Distribution LLC of Santa Fe,
New Mexico, which has been
working with the company for the
past 10 months as a foreign
program acquisitions consultant
and continues to source and
secure international programs
geared for the new channel’s
profile. Doug Heller, Executive
Vice President of Zia Film, states,
“Having been on the sales side of
the business for 11 years provides
us with access to a broad
spectrum of fresh, first run
international programming.
MavTV offers something new and
different for the average guy
including sports, sports analysis,

gaming content, gadgets for guys,
comedy, movies, and guys doing
off-beat and irreverent things with
lots of attractive women thrown
in for good measure.” Steve
Severn, CEO of MavTV, says,
“Our partnership with Zia Film
allows MavTV to become an
immediate acquisition player in
the foreign markets. We feel
men’s programming from these
markets is underserved in the U.S.
and MavTV wants to provide an
outlet to entertain men with
unique, original content.”
MavTV is expected to launch
some time in the third quarter of
2004 with a projected start in
October. Zia Film Distribution
LLC is a full service distribution
company representing
programming for both the
domestic and international
marketplaces.

New Channel For Men
Scheduled To Launch

Third Quarter In The US

Shochiku Expects First Feature Animation To
Coincide With 110th Anniversary In 2005

Shochiku Co. Ltd., Japan’s
leading entertainment
conglomerate celebrating its
110th anniversary in 2005, has
launched a new animation
division that will develop and
produce animated feature films
and television product.
Commenting on the launch
Shochiku’s General Manager of
Filmed Entertainment, Ichiro
Seki, who oversees the new
division, said, “Establishing a
division dedicated solely to
providing animated product keeps
Shochiku at the forefront of
studio advancement.

Strategically, the company is now
in a position where it can
capitalize more effectively on the
growing market for animated
films and television series. As a
new outlet for creative
development within the company,
the division promises to introduce
an appealing array of unique
characters and projects and
develop animated franchises with
mass appeal.”
The new animation division is in
response to the worldwide surge in
demand for animated product, and
compliments Shochiku’s theatrical
production and distribution

activities, which have experienced
a stellar year at the Japanese box
office.
Commissioning top animators
from Japan’s leading animation
houses, using advanced CGI
animation as well as classic
animation, and acquiring popular
properties, the new division
anticipates producing
approximately five feature film
and television projects per year,
with the first animated feature
expected to be completed and
ready for release in 2005. Founded
in 1895, Shochiku is a vertically
integrated entertainment entity,

encompassing feature film and
television production, theatrical
distribution of Japanese & foreign
motion pictures, worldwide sales,
exhibition, DVD and home video
distribution, and the Kabuki
Theater. The company has a
prolific motion picture division
and has produced a number of
critically acclaimed films,
including the 2004 Academy
Award‚ nominee for best foreign
language film The Twilight
Samurai, directed by Yoji
Yamada, the first Japanese
Academy Award‚ nomination for a
live-action film in 22 years.

The Comprehensive &
Unabridged version of the
AFM Product Guide with 

over 1500 titles is available @
www.thebusinessoffilm.com

The Magazines Home
on the Internet.

Kleinruppin Forever Available From Beta Cinema



Incorporated in 1990, the UTV Group is an
integrated Pan Asian Media &
Entertainment conglomerate headed by

Ronnie Screwvala. In line with India’s GDP
growth over the last year (7.4 per cent in the
three months to June 2004), UTV is among a
number of companies taking advantage of the
many opportunities available from a rapidly
expanding economy, with a burgeoning middle
class sector, that is fuelling unprecedented
internal and external expansion across a
number of service and industrial sectors.
During the month of October 2004 the
company is expected to raise Rs. 150-200
crores (approx $30 million) by way of its IPO to
bolster its fiscal base for further ongoing
expansion. 

In the 14 years since the company has been
established, it has consolidated its
entertainment portfolio in India as well as in

the surrounding countries of Singapore, Sri
Lanka, Pakistan, Bangladesh, and Indonesia.
Based in Mumbai, Ronnie Screwvala is an
entrepreneur who focuses on taking
opportunities and implementing strategic
planning that accomplishes the objectives of a
global vision. As a consequence, the UTV
distribution model is fully integrated and offers
complete worldwide distribution, with hands-
on theatrical distribution in India, USA,
Canada, and the UK, and direct deals in
Indonesia and the Middle East. Its international
offices are staffed by local people familiar with
the unique cultures in the respective countries.
Currently, the international offices are
implementing a unique tracking software that
allows a filmmaker to instantaneously see the
history and revenue generated by each of the
release prints. In June 2004 Screwvala turned
his attention to the lucrative US market of 3.5
million, consisting of a diverse population of
nationals based in America from India, Africa,

the Middle East, the West Indies, and the South
Pacific all of whom have a strong affinity with
the Indian culture and language. From his New
York base, Sridhar Sreekakula heads the US
Distribution Company that has already seen
success with its first US theatrical release
Lakshya, which garnered over $1 million in US
box-office and DVD sales. The per screen
average on opening weekend was ranked by
Rentrak Box-office report as the 3rd highest
grossing film in any language for North
America. In the last five years, the emergence
of Indian cinema has resulted in the Bollywood
phenomena, a contemporary take on traditional
Indian film, but in the ‘Hollywood’ style of
making movies. Although there is a wide
audience – especially among the young – for
this kind of fare, increasingly the market is
maturing into films with the sensibility of
Lakshya that had award-winning Hollywood
cinematographer Christopher Popp on its shoot.
Lakshya and the forthcoming Swades
(directed by Ashutosh Gowariker, Director of
Academy Award nominated Lagaan) address a
‘new’ kind of Bollywood filmmaking centered
on Indian sensibility, but encompassing Indian
values within a more ‘Western’ approach to
filmmaking. This aspect is clearly a winning
formula with North American audiences that
are largely made up of second generation
Indians who have been raised by their parents to
have a connection with their cultural roots. 

Sreekakula said, “The core audience in the
US is 3.5 million, and Indians as an
ethnic group have the highest level of

household income at over $75,000 amongst
non-nationals. With offspring growing up in the
US exposed to a different lifestyle, they want
the younger generation to retain a connection to
Indian culture, and the most accessible way to
accomplish that is through Indian Cinema.
UTV has championed a different take on the
‘Bollywood’ fare and this added tremendously
to the success and acceptability of films like
Lakshya and the upcoming Shah Rukh Kahn
starrer, Swades, which we anticipate will also
do extremely well.”
The New York based office of UTV, as well as
distributing Indian films in the US, is also
seeking to acquire a number of films to fill its
own regional distribution pipeline that was
recently established across the Indian Sub-
Continent. The market in India generates
collectively approximately $40- $50 million in
revenues from a combination of theatrical and
DVD. With television rights on the increase in
value across South East Asia, UTV is looking to

acquire distribution rights for six to ten
independent films for South East Asia, Sri
Lanka, Pakistan, Bangladesh, and India.
Sreekakula continued, “Although the minimum
guarantee market hasn’t grown because people
prefer local programming, that is about to
change, because one year ago dubbing became
prevalent and this is slowly increasing the
market share of foreign productions. Dubbed
prints give us the capability to generate more
revenue across the ancillary values. We have a
two-fold agenda at AFM: we are looking to sell
Indian films for distribution worldwide as well
as acquire mainstream English language films
for distribution in India. Currently, our strategy
is for one major film release every two months
with a projected increase to two films a month
augmented by a combination of smaller
pictures to keep the exhibition flow. With the
changing demographics of the Indian film
audience, the growth of foreign films that are
spiking the distribution chart is still the action-
adventure category.”  

I
n the US, UTV interacts directly with
theatrical exhibition chains such as AMC,
Regal, Century, National, Cineplex, and

Loews in the distribution of product for the US.
Swades will debut on December 17th across
100 screens in the US and Canada in the
Metropolitan catchment areas.  
The UTV fiscal and revenue base consists of
Television Content Creation, Movie
Production & Distribution, and Broadcasting.
Its Television Content Business consists of
fiction programming across channels and
genres; non-fiction programming on BBC,
CNN, National Geographic, and The History
Channel; South East Asian language
programming and Outsourcing; UTV Motion
Pictures; and the kids channel – Hungama TV
in India with localized multi genre
programming which launched on September
26th 2004.
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Ronnie Screwvala

Sridhar Sreekakula

Opportunities Consolidate
Strategic Expansion In US
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Ronnie Screwvala, Chairman of India-based UTV Group, expands his media holdings

into the United States through in-house film productions Lakshya and Swades
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On Top Of
The International

Global Game
Lamberto Mancini, General Director of Cinecitta Studios, Rome, 

in an exclusive interview with Elspeth Tavares explains the
objectives and accomplishments of the privately-held entity

that acquired Cinecitta Studios in 1997.

Globalization that transformed the world
into a global economy interdependent
upon itself started to evolve in the mid

80’s and was at the zenith of its global impact in
the 90’s.  Bernard Arnault is a good example. In
1987 Arnault took his family business Louis
Vuitton, merged it with the merged Hennessey
Moet et Chandon, and created the world’s
largest luxury goods brand LMVH which has
fifty luxury brands with a turnover in the
billions. Arnault and people like Diego Della
Valle, the creator of Tods in Italy who also took
his family concern and made it into a global
empire, were among the new breed of
entrepreneurs that mushroomed and took
advantage of the global financial climate to
build their empires. Whilst the overall impact
and configuration of the ‘branded’ goods
worked for companies at the consumer end of
the spectrum, Government-owned ‘brand’
Institutions across a spectrum of industries were
unable to react to this globalization. Many
Government-backed initiatives in Europe and
around the world fell behind the trend, until
Governments themselves were fueled with the
privatization bug.
The film industry worldwide, because of its
dependence on the individual’s creativity that is
at its core, is a unique type of ‘branded goods’.
The actual manufacture of the ‘goods film’ is
not an item that can be globalized in the same
context as a consumer item. However, what it
has in common with consumer goods is its point
of distribution. In this aspect the major entities
have amalgamated and control the distribution
channels, but still need product from the ‘goods
film’, a large percentage of which is provided by
the independent sector to fill the channels. As
they have expanded, the ‘economic of scales of
production’ continues to ensure that the
‘creativity’ of the ‘goods film’, which still lies in
the ‘individual’ and  ‘independent’ realm, is a
‘brand’ that is needed to feed the major
distribution channels worldwide. 
Around the mid 90’s, Governments, particularly
those in Europe, began to privatize large chunks

of various industries they had hitherto
controlled. In Italy, a group of private global
entrepreneurs – among them Diego Della Valle
– saw the opportunity to acquire the  ‘brand’
Cinecitta Studios and develop it into not just a
profitable business that offers production
facilities to international producers, but with the
ambitious plan of creating a global entity on the
scale of Disney in America with its broad

financial base encompassing film production,
distribution, television, and theme parks. To
accomplish that long-term ambitious goal, in
1999 the group appointed Lamberto Mancini as
Vice General Director of Cinecittà Studios. In
October 2000, he was appointed General
Director, reporting directly to the President of
the company, Luigi Abete. Mancini is exactly
the type of individual, with a background in
strategic marketing and communication, who
can take an under-utilized and failing
government-run institution and turn it around
into a business run along the international ideal
that the group sees as their ultimate goals.   

The complete makeup of Cinecitta
Studios, a private held company, and its
subsidiaries is best illustrated by

glancing at the chart. Cinecitta Studio is owned
75% privately and 25% by the Government. The
Government holding is comprised of Cinecitta
Holding 17.5% and Institute Luce 7.5%. The
private investors are made up of well known
entrepreneurs in the Film industry such as
Aurelio de Laurentis (Filmauro S.r.l. 15%),
Cecchi Gori (Fin.Ma Vi S.r.l. 11.25%), Robert
Haggiag (Dear Cinestudi S.p.A 11.25%), and
Italian corporations such as Gimar S.r.l.(22.5%),
the Diego della Valle holding company; Fineldo
S.p.A.(7.5%), the parent company of household

appliances in Europe such as Hotpoint and
Indesit; and EfiBanca S.p.A. (7.5%), a merchant
bank structure that acts as an intermediary to
provide financing for medium to long term
banking facilities to a number of European
Governments and business entities. Cinecitta
Studios has an interest in three sister-
companies: Cinecitta Entertainment, Cinecitta
World, and the newly acquired Cinecitta Studio
Roma.

Lamberto Mancini said: “To put in context
where Cinecitta is today and understand
why the privatization is important in the

history of Cinecitta, we need to understand that,
when Mussolini founded Cinecitta in 1947, he
wanted a strong cultural weapon; so he built this
town from scratch for the movie industry in 13-
14 months. From 1937 to 1997 – 60 years –
Cinecitta was state-owned. State-owned in Italy
tends to be not proactive, not strongly visible in
the international market. Nevertheless, since the
50’s the studio has been acquainted with both
American and Italian production. Federico
Fellini was probably the last internationally
renowned Italian director who made many films
here. What gives Cinecitta its special place in
history is that all other studios in the world are
just stages, four walls. Cinecitta has always
been fully operational with stages, post
production facilities, set construction, a lab, and
a full payroll of people. In the 1980’s, with the
shift of the international markets and the
production crisis in Italy, the economics of
Cinecitta Studios were in bad shape.”
In the 90’s, the government of Italy privatized
some industries, among them Cinecitta Studios.
In 1996 the present President of the studio,
Luigi Abete, started the privatization process,
which took eighteen months; the new company
was established in 1997, with fresh capital from
the private investor group. Cinecitta is
capitalized with 26 million Euro, and enjoys a
turnover of approximately 40 million Euro. In
his four years running the studio, Mancini has
steered the studio to breakeven point, with the
only variables being fixed cost of labor and
studio rental. At the time of the privatization and

manufacture of the ‘goods film’
is not an item that can

be globalized in the same context
as a consumer item
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Lamberto Mancini
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the Cinecitta ‘brand’ acquisition, because of the
privatization formula that was applied, it was
not possible to purchase the property that the
studio sits on. 

Mancini continued, “There is a lot of
confusion, mainly in the international
industry, created by Cinecitta

Holding being a 25% shareholder of Cinecitta
Studios. Cinecitta Holding is 100% owned by
the State, owns the physical property of the
studio, and we rent the studios from them.
Cinecitta Holding is the company aimed at
promoting Italian cinema worldwide. When an
Italian director or an Italian film industry event
is promoted in New York or Los Angeles,
usually that is Cinecitta Holding’s activity;
their headquarters are here in Cinecitta;
Institute Luce is 100% owned by Cinecitta
Holding. Everything that the Italian
government does to promote and sustain the
Italian cinema production is through Cinecitta
Holdings. Cinecitta Studios, instead, manages
the studios, and the Italian film industry and
market are only one part of our customer base.
When we talk of Cinecitta Studios, it’s mainly
international productions that utilize the
studios, like Martin Scorsese, Mel Gibson and
other American productions (though 85% of
Italian films use one or the other of our
departments). When we talk of Cinecitta
Holdings, it’s the Italian government promoting
Italian film production”
Privatization injected quite a bit of fresh
capital, a $US 35 million investment since ‘97,
which has gone into a continual upgrading of its
22 stages and 99 acres. Three years ago, major
investment went into a brand new digital post
production facility; since then, “digital” has
crossed into all departments, which have all
been updated to work in sync.  In the carpentry
department, which was one of the most labor
intensive areas, new computer-driven

machinery has been installed. The Lab is also a
very important part of Cinecitta Studios’
business and, after the privatization, high-speed
processing machines have been installed.  To
expand post-production competitiveness, at
Cannes 2004 Cinecitta Studios announced an
agreement with Deluxe Italy. Mancini added:
“The reason is very simple – Deluxe opened a
new lab in Rome specialized in printing copies.
Cinecitta’ is very strong in front-end lab
activities.  So we are complementary, can
integrate easily with Deluxe and generate new
business. We have all the facilities plus printing
and post production, It’s a perfect marriage”.
The studios have been increasingly working
with international productions and branching
out into the international markets. Martin

Scorsese’s Gangs of New York was produced
at Cinecitta Studio, and used its lab for the front
end. When the movie was delivered two years
later, Deluxe printed the copies worldwide. Mel
Gibson’s Passion of the Christ, from set
construction to Lab and the front end, was
accomplished at Cinecitta studio with the prints
worldwide by Deluxe. With these two projects
demonstrating that Cinecitta studio is fully
capable of servicing international productions
from A to Z, Mancini aims to continue
increasing the flow of international projects,
confident that if customers need print copies
worldwide, Cinecitta Studios has the vital link
with Deluxe. 
With privatization came a new management
style. Mancini, with his background in different
industries in Milan, sees himself as just a

manager, handling and improving the assets
and increasing customer base. He points out
that even when Cinecitta was state owned, the
studio was very competitive worldwide,
serving producers from Dino Di Laurentis to
Ridley Scott, and maintaining a high level of
efficiency.  However, with the new
management impetus came a more proactive
approach regarding how business is generated
for the studio. Carole Andre Smith, as an
example, has been leading the way to the
international promotion of Cinecitta Studios
worldwide, helping production companies the
world over understand and appreciate what the
Studios offer. Andre-Smith is assisted by LA
representative Peter Wetherall and in London
Joshua Andrews. The private group also
introduced new services such Cinecitta
Financial Consulting, run by Christian Halsey
Solomon, and employs more English-speaking
people to focus on getting a bigger share of the
international market.

Lamberto Mancini continued: “Because
there is more competition, we are no
longer waiting for the business. Until ten

years ago, when a producer decided to come to
Europe, either it was London or Cinecitta. Now,
all over Europe studios are available. So we
must be in the game and in the international
market. Our main disadvantage as we pursue
these objectives, is that at the moment there is
no clear incentive from the Italian government
for foreign production coming here. No tax
shelter, no tax refunding, no soft money to
offer. However we work well for international
producers because of the combination of
quality, expertise, and the amazing network of
crews and professionals based in Rome. And of
course, we have Rome itself. We are in between
East Europe and London prices. When
producers are looking for high quality at
containable costs, Rome presents a good
combination offering quality, service and
competitive costs. This is, as they say, our main
attraction.”  
Seven years on, the objectives of the group to
grow the Cinecitta brand and exploit it by
diversifying into four companies covering
licensing to merchandising to a theme park sees
the Studios positioned as the premier
entertainment company in Italy. Globally
aware, it recognizes that, if the Italian industry
is to maintain a position on the global stage, the
Government has to offer some incentive to
international productions, and Mancini admits
that it will take time. So, Cinecitta Studio
management is not only lobbying the
government towards tax incentives, but it has
also reached out and developed a number of

came a more proactive
approach regardinghow business

is generated for the studio

Assisi Set at Cinecitta Rome
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initiatives that dovetail directly with the service
activities of Cinecitta Studios. Mancini says,
“At present, Cincetta studios is purely a service
provider. It can provide all the services a
producer needs and that is all. However, it is
working with Cinecitta Financial Consulting to
fill the gap between being a pure service
provider and a co-producer. With Cinecitta
Financial Consulting, Christian’s task is to find
the right co-production projects, the right
investors and investment opportunities in Italy,
and to facilitate co-productions. Through
Cinecitta Financial Consulting, the studio is
also in the planning stages to involve a number
of banks in the film production process.
Financing by way of guarantee is one of the
ways production and distribution companies in
Europe and America are able to work with the
banks. The banking system in Italy has no
provision for this kind of facility. Christian is in
the process of working with public and private
banks to put such a system in place.”

With Cinecitta Studios managing the
core business, the studio is in an
enviable position for diversification

based on its brand. The studio operation just
needs to break even, which it currently does,
giving it a competitive edge.
Mancini continues: “Our objective is to grow
the company into a global entity able to service
the international production companies when
they come to Rome. We are trying to move in
the direction of London. Three years ago there
were two studios; today there is just one.  When
an international producer chooses Rome,
Cinecitta Studio should be the main overall
organization providing stages, construction and
ancillary facilities. At the moment we are
running at almost full capacity, but this year we
will drastically increase stage capacity and
acquire other studios. Italy today is competing
with worldwide competition, not just
competition from within its borders. In today’s
marketplace, to make an industry work on all
levels, we need to have the critical mass that
enables us to compete worldwide, in terms of
reliability and a continuing pipeline of projects.
It’s important for the studio to get more
production capacity. The industry in Italy will
not suffer from our expansion to acquire more
studio space; on the contrary it will gain. The
advantage for the film industry is that we are
now networking on many different levels with
many companies, both regionally and in Rome,
to forge this ongoing and increasing critical
mass that is Cinecitta Studio. In my opinion, the
name of the game is either to become a
competitive attraction for the international
market or to simply lose the market. Most of us

in the Italian industry now understand that with
worldwide competition, either we join
resources or the market goes elsewhere. But it’s
only in the past five years that there has been
awareness of this fact amongst most of the
industry. Cinecitta Studios has worked since
our privatization to brand our name and
introduce our new management concept. It’s
gratifying to me that when producers in LA
think of Rome, they equalize it to Cinecitta,
because ‘Cinecitta is Rome’.  

The entrepreneurs that acquired Cinecitta
Studios in 1997 had a vision to
transform the studio into a global

enterprise. Using the brand name Cinecitta
Studios, they have ambitions to create under
that brand an international company that not 

only can derive profits, but also bring back to
the Italian market valuable revenue for the film
community. One of the conditions of the sale
was that the Government would retain 25% of
the Cinecitta brand, to ensure that some of the
benefits accrued from the brand would benefit
the local industry and create jobs. Cinecitta
Studios sits in the center of Rome. Ownership
of the land by the Government, to whom
Cinecitta Studios pays a competitive rent,
further ensures that a valuable City resource is
fully utilized within the City and flows back
into the City treasury. The fifteen board
members of Cinecitta Studios are a fragmented
group of entrepreneurs with an eye to the
international reality of conducting business on
a global scale. Perhaps not everyone in the
Italian industry sees the business benefits of
the twenty-first century management style that
maximizes a brand to build an international
business based in their own backyard. But in
2004 business worldwide must either ‘tune in’
to the realities of the global economy or die.
That is simply the name of the international
game. 

further ensures that a valuable
City resource is fully utilized

within the City and flows back
into the City treasury
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What makes an individual invest in
films? In all corners of the world, it
has to do with tax breaks and the

allure of the ‘glamour’ that is film. For Los
Angeles based entrepreneur and licensed
physician Michael Wool MFA, who develops
products for the medical industry while writing
and producing films, it was neither but rather
his love of film and desire to be a filmmaker
that motivated him to be the major investor in
Latter Days. The film features a cast led by
Jacqueline Bisset, Mary Kay Place, Joseph
Gordon-Levitt, and newcomers Wes Ramsey
as Christian and Steve Sandvoss as Aaron, the
film’s main characters. Christian, a hunky, 20-
something, West Hollywood party boy gets
more than he bargains for when he tries to
seduce 19-year-old Elder Aaron Davis, a
sexually confused Mormon missionary who
moves into his apartment complex. When
Christian exposes Davis’ secret sexual desire,
Davis rejects Christian for being shallow and
empty. The encounter shatters each boy’s
reality and draws the two into a passionate
romance that risks destroying their lives.
That’s tough subject matter for a first
investment in the movie business. What
inspired Wool to tackle, as a first film, a story
that had been turned down by the Hollywood
studios and production companies even though
it was written by C. Jay Cox fresh from the
success of Sweet Town Alabama and would
serve as his directorial debut?  
Michael Wool admits that while the subject
matter was difficult for a studio to produce, the
story is compelling, and that had it been made

by a studio it would have been given a wider
release, which would have elevated this
‘delicate’ theme to another level. He
commented: “Latter Days appealed to me
because it was a journey of contradictory
elements: the Mormon Church, homosexuality,
two different human beings of completely
different cultural backgrounds that come
together and seem to find a common thread –
not just the thread of sexual orientation, but the
thread of emotional ties that cross culture and

discrimination. Curiosity in all aspects drives
me, and I am simply interested in making
interesting films. Film is a reflection of the
journey of life, a journey that embodies the
entire spectrum and repertoire of man’s
behavior, whether it’s great love, great hate,
achievements, or poverty.” 
After graduating from UC-Berkeley in
physiology and economics, Wool attended
Stanford Medical School and graduated with
Distinction from George Washington
University. Following his Internal Medicine
residency in San Francisco, Dr. Wool moved to
Los Angeles where he attended UCLA’s
School of Motion Pictures and Television and
received his Masters in screenwriting. His first
student film Shooting Stress focused on the
problem of intravenous drug abuse among

high-pressured stockbrokers. At Sundance
Film workshop, he studied under Robert
Towne after which he formed two production
companies – Streamliner Films and Forbidden
City International. Not turning his back on his
‘day job’ he started Caduceus Productions, a
film and video company dedicated to the
medical device and pharmaceutical industry,
and is the Senior Partner in Zenalta, a leader in
healthcare education. He developed Orbital
Intermedia, an interactive multimedia and
Internet Company authoring CD-ROMS,
interactive computer systems, and on-line
educational services. Using software fractal
compression he wrote and produced a CD-
ROM adventure game titled, Neutromania, in
which players travel through the body and kill
invading bacteria. Wool joined the medical
school faculty doing AIDS Research at the
UCLA AIDS Research Center, and attending
film school fulltime. Forbidden City
International (FCI) went into activity in 2003
when he teamed up with Funny Boy Films to
co-produce Latter Days. 

Dr. Michael Wool continued: “Writing
and producing films in my view is not
just about humanity but also man’s

interaction with his own soul. As someone who
deals with life itself and the fantasy of what
life is – having run everything from life and
death scenarios to being in the middle of a
jungle trying to build a latex glove factory or
meeting people in various parts of the world
who have from no funds to all the funds in the
world, or no knowledge to all the knowledge in
the world – I want to make films about some
facet of human emotion and I want to embody
someone’s spirit, where they are and whether
they are coming from a high to a low position,
a comedy or tragedy. I think that the course and
path a film takes is not unlike the path and
course of someone who’s a healthcare provider
or a healer. People come to you with their
stories. In my research of HIV therapy, we
have people from all walks of life, who are
affected by this devastating virus, and how that
virus affects their lives ranges from actions
that are completely within the realm of their
control such as fixing their diets to the other
spectrum of people who decide to continue
using drugs. It’s a question of how you interact
and motivate them by intuitively reaching into
their mind and understanding their culture,
their past, their prejudices, their outlook on
life. I believe the same is true when you write
or produce. Film to me is a blank piece of
paper on which I try to embody a feeling to the
audience, translating an experience. In

The Zen Interplay Of Medicine 
& The Art Form Of Film

to find a common thread - not just the
thread of sexual orientation, but the
thread of emotional ties that cross

culture and discrimination

Michael Wool and Alice Luey

Michael Wool MD begins nourishment of his passion for filmmaking by investing in his first feature length film Latter Days

COMPANY PROFILE



A F M  N O V E M B E R 2 0 0 4 T h e  B u s i n e s s  o f  F i l m   15

healthcare, you try to understand a person’s
living environment, and structure the
healthcare based on the cultural issues in the
community, for example how AIDS impacts a
community, whether the person is Asian,
African American, a businessman, or a
corporate president. How can I stitch together a
canvass that makes sense to them? I became a
physician because, no matter how desperate the
disease or terrible the outcome, my function is
to bring some positive experience through the
experience of disease. You use your skills to
provide another day of sunshine. You make the
experience of disease as positive as it can be.
The same is true in film. I think that’s
important in the pursuit of writing or producing
films for our company. Whatever the end
endeavor is in film, no matter what the story –
the tragedy of war or a great romance – you
want the audience to walk in, have a positive
experience via watching the film and walk
away with that moment, because it’s just like a
dream. Dreams cycle every ninety minutes,
and most films are ninety minutes long. The
lights go down and you’re in this ‘dreamlike
state’ where you watch and experience the
event.”

According to research the film screen in
the theatre is itself actually
physiological. A 16 x 9 ratio screen

perfectly fits the visual concentration field.
Watching motion pictures in a theatre is
preferable to television because the mind
actually constructs a 16 x 9 picture that
satisfies the physiologic state of the mind.
Termed the golden rule, it has to do with visual
perspective. When shown rectangles and
squares, people gravitate towards rectangles
because the human visual field views most of
life as a rectangle not square. 
The Latter Days script came to Wool via
friends in the film business who represented
major studios. They had the Funny Boy script
on their desks, but the studios had shied away
from making it. Wool was first money in. Once
he agreed to fund it, other investors jumped on
the bandwagon with the rest of the financing.
Wool felt it would be a good experience, and
the company has learned ‘guerilla filmmaking’
producing a ‘reasonable product’ that has won
a number of Awards at various Gay and
Lesbian Film Festivals worldwide. Michael
Wool chose to invest in the movie for two
reasons. He continued: “I liked the way the
script read, the drama, the conflict. The story
was great. It dealt with such controversy of
diametrically opposed philosophies that it was
a film that I thought would actually be
successful. When Jackie Bisset was attached, I 

was enthusiastic. From my perspective, this
was a good opportunity for me to step into the
arena of filmmaking rather than writing and
have a reasonably good shot at being able to
recoup my investment. We studied the market
for models of that film genre and tailored the
budget to maximize the recoupment to see a
return, which we have.” Alice Luey serves as

general executive, responsible for development
of projects, business development, and
strategy. The company currently has two
prongs of strategic development, seeking
projects that are meritorious and needing
completion funds of up to approximately a
half-million dollars, and getting several of the
in-house scripted projects Wool has written
made with co-production partners. Keeping to
the game plan of projects that embody Wool’s
philosophy, the company is currently working
on two scripts. One is about the music
business, and how, as artists, musicians have to
surmount obstacles to find a place where their
philosophy and their commercial success are
somehow bridged.  The other involves
schizophrenia and the struggle of a person who
has a duality of identity, and how this duality is
a deep conflict. Latter Days had its US
theatrical domestic distribution early in 2004
and started its US DVD run through
Blockbuster in mid September 2004.  With
domestic cable and pay per view deals in place,
Doug Witkins of Picture This is handling the
few remaining international territories. The

film has won a number of Awards at Gay &
Lesbian Festivals around the world since its
release in 2003: Outtakes New Zealand -
Audience Award Best Feature (2004), Outfest
Philadelphia - Audience Award (2003), HBO
Outstanding - Audience Award (2003), Fresno
Reel Pride - Best Feature Film 

The engine that underpins and drives
Michael Wool’s producing ambitions is
Zenalta the company he started from

stratch, which serves as the anchor to sail his
forays into the world of film, his personal
passion. Some of the many entrepreneurial
activities Wool has engaged in for close to 30
years include: marketing an empty wine bottle
labeled Drought Le Drought as a gag gift,
which appeared on the Tonight Show; selling
bottled ash from the Mount St. Helen’s volcanic
eruption to major department store with
proceeds going to the victims; and building ice
cream stores. Wool concluded: “We’re not
going to be a fly-by-night organization. We
recognize that with film you can spend a long
time looking for the right properties, trying to
make the jigsaw pieces fit. Film is a
collaborative venture of so many elements, the
distributors, the production entity, the timing.
It’s not like cutting a suit to fit. As an
entrepreneur you learn to be very clever with
your funds. The films we choose to make and
get involved with for completion funding need
to have something in it for everyone, with a
broad spectrum and a multi cultural focus.” 
Dr. Michael Wool serves as the Writer’s Guild
of America consultant in Film and Medicine
and has consulted on features such as A Few
Good Men and Equal Justice. In 1993 and
2001, he received the Telly Award for medical
educational television and the Medical
Marketing Association’s International Award in
Excellence for his medical education films.

get involved with for completion
funding need to have something in it 
for everyone, with a broad spectrum 

and a multi cultural focus

Jacqueline Bisset stars in Latter Days
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CREDITS NOT CONTRACTUAL

THE TRUTH ABOUT LOVE
Starring 

JENNIFER LOVE HEWITT, DOUGRAY SCOTT, JIMI MISTRY

SCREENING:
THURSDAY NOV 4 • 3PM • MANN CRITERION # 5
SATURDAY NOV 6 • 9AM • MANN CRITERION # 5 

LADIES IN LAVENDER
Starring 

JUDI DENCH, MAGGIE SMITH, DANIEL BRÜHL

NATASCHA MCELHONE, MIRIAM MARGOLYES, DAVID WARNER

SCREENING:
FRIDAY, NOV 5 • 9AM • MANN CRITERION # 4

SATURDAY, NOV 6 • 11AM • MANN CRITERION # 5

THE KEYS TO THE HOUSE
Starring 

KIM ROSSI STUART, CHARLOTTE RAMPLING, ANDREA ROSSI

SCREENING:
THURSDAY NOV 4 • 9AM • LAEMMLE MONICA # 1
MONDAY NOV 8 • 9AM • LAEMMLE MONICA # 2

ITALIAN SELECTION FOREIGN LANGUAGE FILM - ACADEMY AWARDS

OFFICIAL SELECTION
2004 Toronto International 

Film Festival

CONTEMPORARY 
WORLD CINEMA

2004 Toronto International 
Film Festival

OFFICIAL 
SELECTION

61st Venice International
Film Festival

OFFICIAL 
SELECTION

48th London Film Festival
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ROSARIO RINALDO presents

Certi bambini

a film by ANDREA and ANTONIO FRAZZI

based on the novel by DIEGO DE SILVA

winner of the Campiello Literary Award

BEST FILM
AT THE KARLOVY VARY FILM FESTIVAL

“As ruthless and 'armed' as the favelas of Meirelles, as

gripping as a Walter Hill thriller, as desperate as an Aki

Kaurismaki apologue, as astonishing as a story by Wong

Kar-Wai… the Frazzi brothers based this beautiful, hard

and unique film on the novel by Diego De Silva… the

story of the children of abandoned city slums… in

original soundtrack, Neapolitan slang, and post-Arab

music by the band Almamegretta.”



Fulvio Lucisano presents
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a  f i l m  b y S u s a n n a  Ta m a r o
( a n s w e r  m e )

starring
LICIA MAGLIETTA 
URBANO BARBERINI

produced and distributed in Italy by Italian International Film

love is the only dimension that makes life
interesting: a journey through the intense

emotions of love and hope for 
each of us to begin a new life
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“MUNZI:  A DIRECTOR IS BORN”
… precision and density of style …concreteness, a good
sense of characterization, excellent directing make
Francesco Munzi's SAIMIR a great directing debut…
IL MESSAGGERO 

“A NEW DIRECTOR WITH TALENT”
… the recovery of neo-realism, its moral force,
powerful unadorned documentary style makes SAIMIR
a very powerful film… CORRIERE DELLA SERA

“MUNZI'S COURAGEOUS NEW FILM”
… unforgettable the character of Saimir, aggressive
and fragile … CORRIERE DELLA SERA

“GOOD SURPRISE WITH MUNZI”
… Munzi makes his directing debut with impressive
confidence and the courage to tell a rare story… 
… the photography captures the climate of
impoverished Pasolini-like tragedy… L'UNITÀ

ADRIANA CHIESA ENTERPRISES



Luigi Lo Cascio Sandra Ceccarelli
Galatea Ranzi

a film by Giuseppe Piccioni

LIONELLO CERRI FOR RAI CINEMA AND LUMIÈRE & CO 
PRESENTS
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lavita
che
vorrei
THE LIFE I WANT

a touching, intense, sensuous 
love story between a man and

a woman in which reality 
and fiction interweave.
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CRITICS AND AUDIENCE UNANIMOUS ON FILM “AFTER MIDNIGHT”

“APPLAUSE AND LAUGHTER, AN HOUR AND A HALF OF RARE INTELLIGENT ENTERTAINMENT”
Maria Pia Fusco (La Repubblica)

“INTELLIGENT AND BURSTING WITH LIFE”
Tullio Kezich (Corriere della Sera)

“FUN AND EMOTION: FERRARIO, A GREAT RETURN”
Fabio Ferzetti (Il Messaggero)

“ORIGINAL AND ENCHANTING, IRONIC AND ELEGANT”
Lietta Tornabuoni (La Stampa)

“DELIGHTFUL”
Alberto Crespi (L’Unità)

a film by DAVIDE FERRARIO

ADRIANA CHIESA ENTERPRISES
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NOW SHOOTING
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STARRING

LICIA MAGLIETTA
STARRING

LICIA MAGLIETTA

FROM THE DIRECTOR OF “PANE E TULIPANI”

THE NEW COMEDY BY

SILVIO SOLDINI

AGATA E LA TEMPESTA

ALBACHIARA  in association with LUMIÈRE & CO. presents an ITALIAN-SWISS-ENGLISH co-production
ALBACHIARA – TSI TELEVISIONE SVIZZERA and AMKA FILMS – MERCURY FILM PRODUCTION

A DELIGHTFUL COMEDY FILLED WITH LOVE

ADRIANA CHIESA ENTERPRISES
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an American road movie between cacti, cowboy hats, miles of asphalt, shabby motels and great wide
open spaces… a journey of an actor and a country singer in a world of illusions and cruel reality

ADRIANA CHIESA ENTERPRISES



MASSIMILIANO LA PEGNA and PIETRO LAMA present
a FEELMAX and RAI CINEMA co-production

a fugitive 

on the run in a

breathless gripping

struggle to prove 

his innocenceC
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Starring  

DANIELE LIOTTI         JOAQUIM DE ALMEYDA

a true story based on the bestseller “Il fuggiasco” by Massimo Carlotto

a film by ANDREA MANNI

ADRIANA CHIESA ENTERPRISES
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LIBRARY 300 FEATURE FILMS
CONCERTS •OPERAS •MUSICAL EVENTS

a film by 
FRANCO BATTIATO

L’OT T A V A A N D SI D E C A R present

an IMMAGINA CINEMATOGRAFICA PRODUCTIONS SRL and ARBASH FILM production

SANDRA PATARA and PASQUALE SCIMECA present

a film by

GIUSEPPE FERLITO

(NÉ TERRA NÉ CIELO)

il vestito da sposa

ADRIANA CHIESA ENTERPRISES
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As the worlds of audiovisual content and interactive

media converge, MIPTV featuring MILIA provides

powerful revenue opportunities and offers new insights

and contacts across all digital content platforms.

MIPTV 2004 generated over €500 million worth of new

business. This year’s event will provide five unique days

which leaders in TV, mobile, broadband and licensing

cannot afford to miss.

Embrace the future at MIPTV.

For more information, please contact Peter Rhodes on 

020 7528 0086 (peter.rhodes@reedmidem.com) 

or go to www.miptv.com

featuring

The future is
in your hands 

MIPTV featuring MILIA – the world's 

audiovisual and digital content market.

11-15 April 2005 • Palais Des Festivals, Cannes, France • www.miptv.com • www.milia.com
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A Legend In His Own Light

You began working in film when you were very
young. What were the important stages of your
training?

I received my true culture from cinema, rather
than from school. From the age of eleven I
used to spend almost all my afternoons at the
Safa Palatino Studios, where my father and
elder brother worked. Vittorio De Sica gave
me my first photo camera. It had a Zeiss lens
and I practiced taking photos of scenes. For De
Sica, my pictures were absolutely awful, but I
never gave up. I printed and developed,
developed and printed. Each time I still found
it fascinating to watch that extraordinary thing
suddenly being born right before my eyes: the
image… until the day I finally succeeded in
getting De Sica to admit: ‘This time that’s not
so bad.’ And that was how my great love for
photography was born. I later enrolled in the
Centro Sperimentale since you couldn’t work
as assistant cameraman without a diploma.
And it was a good thing too, to ask for more
complete training.
My love for colors and how to compose them,
however, came from my mother. She sold
flowers, and at the beginning of the last
century had also been a model. And then, we
were lucky enough to live in Rome and found
ourselves walking through the history of art
every day. When I was little, I played hookey
from school not only for cinema, but also to go
to see the Sistine Chapel. I would have given
anything to be able to touch those paintings,
but they were so far away, so high up,
unattainable. You can imagine how moved I
was many years later when they asked me to
film the restoration of the Sistine Chapel.
Finally I could see everything close up, even
touch the frescoes, bodies, faces of all of
Michelangelo’s figures. Though in this life I
wasn’t a painter, I will definitely be one in my
next.
Anyway, I learned everything from film…
especially how to use the light in composition.
And then, when I started working as the
assistant-of-the-assistant in those first films, I
‘fell in love’ with the motion picture camera. It
seemed to me that everything was transformed
inside that magic box, even if I later realized
that the camera didn’t do everything.

When did you start working in film
production?

One of my first experiences was on Raffaello
Matarazzo’s L’avventuriera del piano di sopra

with Vittorio De Sica and Giuditta Rissone. It
was 1941. I was sixteen. The next year I met
Gianni Di Venanzo. He was a lighting
cameraman and was six years older than me.
He was a real master for me, since in those days
you learned the craft through apprenticeship.
And when they made you load and unload the
magazines, you felt it was your first big
responsibility. One day Gianni was called to
Ferrara to be cameraman for Aldo Tonti on
Ossessione but shortly after they began
shooting, he was drafted into the army. So
Libero Solaroli, the production coordinator,
chose me to replace him, probably since I
wasn’t eighteen yet and was too young to be
drafted.
In those days film was developed scene by
scene, and I checked for any sudden flares in
the reverse shots. I decided where to
compensate, underexposing or overexposing
depending on the case. This system was used
when we were working in black and white, but
today, except in exceptional cases, everything
is developed at once, with one standard
exposure. 
It was a job that I liked a lot, and the various
directors of photography with whom I worked,
always used to send me to check the
development and the printing.  And I must
admit that I was very lucky to have learned
about the image through negatives. 

What do you remember about the set of
Ossessione?

Carlo Di Palma (1925-2004), the son of a camera
repairman, was educated in Rome at the Centro
Sperimentale di Cinematografia. Di Palma started
his career as camera assistant in 1942, became
camera operator in 1950, and director of
photography in 1954. He received a number of
awards including  Italian National Syndicate of Film
Journalists Silver Ribbon Award for Il Deserto Rosso
(1965), L’armata Brancaleone (1967), Shadows and
Fog (1993), & Mighty Aphrodite (1997). He received
a BAFTA Film Award nomination in 1968 for Blow-
up; and Italia Cinema Agency’s Life Achievement
Award 2001. In 2003 he received  the European Film
Academy award for European Achievement In World
Cinema.

Carlo Di Palma will be
remembered as one of the

greatest cinematographers of our
time.  Much has been written about
this unique and talented individual
who created and left his personal
stamp of individuality on his craft.

In this tribute it would be
redundant and foolish of me to try
to attempt to add anything more to

what others more qualified than
I have commented regarding his
work and use of color and the

legacy he left to students
of cinema around the world. 

For me, Carlo Di Palma had an
integrity of spirit which I was very
priviledged to share and to enjoy

on many occassions in the
company of my close friend
Adriana Chiesa Di Palma.

The Business of Film is very
grateful to Sergio Toffetti for his

kind permissison to reprint
extracts from The Emotions
of Light: Conversations with 

Carlo Di Palma, so that we may
have yet another opportunity to

appreciate his talent and the great
legacy he left to the cinematic

world.  -ET

Carlo Di Palma. Photo © Brian Hamill.
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What was most striking about Visconti was his
great elegance. Visconti taught me that the most
important things were in the details. In cinema,
the eye inevitably falls upon a detail that
disturbs and therefore it is useless serving
vintage fifty-year-old champagne in an ugly
glass, since people will end up noticing only
that. My big break with Visconti came when I
managed to hold a very long dolly shot and
keep it in perfect focus. 
In those days this was especially hard, since the
lenses were much less sensitive than today, and
you had to keep the diaphragm completely
open. That was the sequence in which Juan De
Landa sings an aria from the Traviata at an
opera competition, the same aria that Bertolucci
later had Tognazzi sing in Tragedy of a
Ridiculous Man.

What about De Sica, with whom you worked
on Shoeshine and The Bicycle Thief.

I was lighting cameraman on Shoeshine and
The Bicycle Thief, but in 1950 I was also the
cameraman for a film in which Vittorio acted:
Tomorrow Is Too Late with Annamaria
Pierangeli. During the shooting, director
Léonide Moguy fell ill and the film was in fact
completed by Vittorio. It was being shot about
thirty kilometers from Rome, and every day we
went to the set together, with the same
production car, and he would go over the
shooting plan.

On The Bicycle Thief. How was the
relationship between De Sica and Zavattini?
Did Zavattini come on the set very often? Did
he have his say in decisions? In a letter to
André Bazin, he gave the impression that he
had played an important role, not only just in
the screenplay. 

In those days, just about everyone would come
on the set, the writers, screenwriters, the
different people who worked with the director.
They followed the shooting almost every day.
Neo-Realism was also this special climate
created around the shooting of a film. For
example, in Luciano Emmer’s Sunday in
August, for which I was cameraman, there’s a
particularly complex scene on a street in Rome,
in the middle of traffic. And during the filming
I remember that the screenwriter Amidei kept
on taking me by the arm and saying: ‘What in
the hell is he doing, that’s not the way he should
do it, tell Luciano’. Sergio, behind the scenes,
was furious because the scene wasn’t turning
out the way he had imagined it. 
The same thing happened between De Sica and
Zavattini. They often discussed with each other,
they never talked about the position of the
camera, but of completely other things. The
camera practically didn’t even exist for them.
Then it was De Sica or the director of
photography who, once the actors’

performances had been decided, would study
the position and movements of the camera.
Let’s say that the director and the screenwriter
talked about the ‘spirit’ that the scene should
have. And anyway, when a great writer was also
involved, relations with the director were
always a bit more complicated. 
As another example, in Marcello Pagliero’s
Roma, città libera, Ennio Flaiano landed on the
set on the dot every day, exactly as Vincenzo
Cerami does today. When we made Benigni’s
The Monster he used to come all the time to
follow the shooting, checking the rushes in the
projection room. This would be something
inconceivable in the States, whereas in fact it is
really not bad at all that those who have
collaborated on the film should be on hand with
the director. Basically, this was sort of how
films were made in those days, creating
situations from day to day. ‘Tomorrow is
another day’, as the Americans say, though they
would add, ‘Yes, but also another dollar…’
But in those days, this was not a problem since
in any case there wasn’t any money, neither for
today or tomorrow. And so the film
corresponded exactly to what the director and
all of us managed to invent, with the anxiety of
waiting for film that didn’t come because we
had run out of money, the screenwriter who did
re-writes of a scene on the spot because we
found we couldn’t shoot a scene the way we
had planned.

What was De Sica like during filming?

Vittorio was very gentle on the set. He was
especially interested in working on the
characters. Let me give you an example. If I
was preparing a slightly low shot, Vittorio
would say to me: ‘Carlo, raise the camera, you
know I can’t bend down, then put it where you
want to, only now just show me how I see the
character’. 
This doesn’t mean that he didn’t care about the
position of the camera, he knew very well what
he wanted, and he understood on the spot how
the image would look on the screen. But he
gave you the chance to interpret his ideas, to
contribute something of your own, while he
concentrated on the placement of the actors,
which is always extraordinary in his films. I
also worked with De Sica on Miracle in Milan,
as Gianni Di Venanzo’s assistant.

You worked with great directors of
photography who made Italian cinema
history. Let’s take three: Aldo Tonti, Ubaldo
Arata and Otello Martelli. What did you learn
from them?

Tonti truly succeeded to give movement to the
image with the camera. Above all, he radically
changed the way of conceiving the lighting of a
set. He made it ‘modern’. For example, he often
refused to use big projectors and substituted

them with a myriad of small, very weak lights.
With them, he molded the light and shadows to
the smallest detail, like a sculptor. It was
definitely Tonti who taught me the most, and
who has stayed with me the most.
Tonti loved taking risks, he always tried to go
beyond the possible, and Ubaldo Arata taught
me the craft with his tremendous sense of
humor. He got his start during the silent movie
era and taught me how to make a composition
classy, gave me a sense of the limits, but also
the understanding that every once in a while
you could take risks. Tonti’s creativity was
more spontaneous, he was able to take
incredible risks, though always for the good of
the film and of the story to be told. 
Martelli was sort of his opposite. He was of
course a very great director of photography,
however with lots of fears for his technique. He
had a very strong sense of his craft. Usually
cameramen used to explain to us young people
what diaphragm we should use, and we learned
little by little. Martelli tried to keep his secret.
And the same in printing, he gave you the
minutes, ‘This one keep it 2 minutes and 7, the
other raise it to 2.9, no, better 2.5…’ but
without ever explaining anything to you. That’s
the way he was.

After those years of apprenticeship, the first
film you made as director of photography was
Ivan by Guido Brignone, released in 1954.

Brignone was extremely elegant, truly a
character out of the turn of the last century.
He didn’t even look into the camera,
probably after so many years of experience
he didn’t need to. In fact, with Brignone I
was still lighting cameraman for Montuori.
Then, at a certain point, as he often did,
Montuori went off, leaving me to finish the
film on my own. My first true job as director
of photography was on a little film by Fabio
De Agostini, Lauta mancia, released in ‘56,
and then really on Gianni Puccini’s
L’Impiegato.

You had been on the sets of the first generation
of Neo-Realism, and now as director of
photography you were working with the
second generation of post-war directors:
Vancini, Puccini, Petri, Montaldo…

We were almost all the same age, and
sometimes we had worked together making
documentaries, such as with Citto Maselli,
Florestano Vancini, etc. We, from the ‘second
generation’, were definitely less charismatic.
They trusted the experience I had acquired even
from the time I was a youngster. But in fact we
all learned together. There still existed a film
community, a milieu, that has disappeared
today. We lived together, talked about cinema
and the films off the set, and day by day new
relationships grew deeper. 
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In Puccini’s film, for example, I met Elio Petri,
who was the assistant screenwriter but who was
already thinking of directing. And so he stayed
glued to me to learn about the camera. Right
after that, he asked me to be the director of
photography for his first film, The Lady Killer
of Rome. Today, all of this is no more. Yet, to
make really good films, it is precisely this kind
of group effort that cinema needs.

You consider your true film debut to be
Florestano Vancini’s La lunga notte del 43.

That was a very big project; we reconstructed
all of Ferrara in the studio. And the producer,
Tonino Cervi, Gino’s son, trusted us to do it.
Today producers like him don’t exist. It wasn’t
that Cervi had any special means at hand. Yet,
even though producers were concerned about
their own interests, and very rightly so, they
still realized that the work of filmmaking was
special, and that it was in the interests of
everyone to respect the needs of creativity. And
if the film turned out well, it could make
money. Tonino called me right after that to
work on Vittorio Caprioli’s first film, Leone al
sole, which even today I still consider very
beautiful.

What notions of photography do the directors
you work with have?

About 90 percent of the directors don’t know
anything about the technical aspects of
photography, but they tell you what type of
photography they want. They can also suggest
the style of photography, but technically
speaking they don’t know much. If in a
screenplay I read there’s a sunset, it’s my job to
find the technical solution for that sunset. But
it’s true that these are two very different crafts,
so true that when I directed, I forgot to be a
director of photography.

We’re discussing an art that depends a lot on
what happens ‘inside the camera’, as you said
yourself earlier, and therefore on the person
who ‘drives’ it.  Do you ever find yourself
rivaling with the director. How much and in
what way do you feel yourself the director of
your films?

But I am a director, there is no doubt about it!
And I must say that all the directors I’ve
worked with have always recognized the
directing culture that I bring to the service of
their films. I have never had any clashes,
endless discussions, arguments. Probably I
was lucky. Also, since during the shooting I’m
rather tense and brusque, I not only have to
follow the composition of the shot, but also
see that everything fits into the overall
discourse of the film. If it stays something
that only involves me, then something’s
wrong. 

I never accepted to do one film back to back
with another. I need to live for a while inside
a new script. In fact, on all the films I’ve
worked on, I’ve always participated in the
screenwriting phase. And I must say that the
directors have understood.
This is also what happened with my first film
with Woody Allen, Hannah and Her Sisters.
After reading the screenplay, I said right away
to Woody that I found the sequence of the three
sisters talking about their lives in a restaurant
too long. Woody quite rightly replied: ‘Maybe,
Carlo, it’s that you don’t understand the
English, now it seems long to you, but you’ll
see it works’.
But, when the time came to shoot it, the scene
was in fact a little boring, even if the actress’
conversation was interesting. In short, I was
faced with the problem of keeping the
audience’s attention not only with the words, but
also with the images. I came up with the solution
of a long circular dolly shot, revolving around
the table of the women speaking. And for the
first time I also got Woody to use the zoom.

And yet you’re not a director of photography
who likes shooting zooms.

The zoom has a lot of possibilities, as long as
it’s not used without reason and only as an
optical dolly, as an easy way out. The zoom
works very well to correct framing. The first
time I used the zoom was in Red Desert, I had
suggested it to Antonioni. This came about
when Michelangelo asked to photograph
“inside” the screen, forcing me to rethink the
use of the lenses.

In other words, for a film to be successful, the
director, the director of photography, and all
the other crew have to all be ‘in the service’ of
the story.

Exactly. This is the most important thing: to
realize that they are all ‘in the service’ of a
group effort. A story, as Garcia Marquez said, is
written alone and even in the dark, whereas
cinema is made with light and lots of people.
So, my role is the light, the light is the first
innovation that I bring to the story someone has
written. 
Woody Allen and I work together too. We start
by reading the script, discussing the ideas that it
triggers in us, the style, the way to shoot it, and
then, day by day, once the locations have been
chosen, or what has to be reconstructed in the
studio has been decided, we start to ask
ourselves concretely where to put the camera. It
isn’t possible to decide on everything from the
start, creative solutions emerge day by day, they
need to be able to interact with the light, the
environment, the first emotional impact of a
place. 
Cinema cannot be made on paper. It turns out
well if during shooting you’ve been able to
express all the emotions you’ve felt. This is a
way of working that can best be understood by
reflecting on the difference between a painter
and a director, or a director of photography. The
painter has a white canvas and can decide to fill
it with what he wants: colors, marks, sketches,
movements, and then erase it all, rebuild,
invent. We, however, have a canvas filled with
colors and images and we have to take them
out, to make a selection, until we isolate just the

Woody Allen & Carlo Di Palma. Photo © Brian Hamill.
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elements that make up the story of the film. 
Every film needs to define its own photographic
character, the fruit of selection, made up of
what is included and excluded. And the person
who decides what remains in and what is taken
out of a shot, the right shooting angle, what tone
the light should have, is precisely the director of
photography. Of course, in agreement with the
director.

But what is this magic of the camera that you
speak of? Is it that the image holds something
more in itself than the reality it refers to?

All I can say is that fortunately this magic
exists, even if I’m not able to say how it
happens. But it is obvious to me that cinema is
magic, even in the most ordinary occasions. If
we were to film ourselves right now and then
see it again on the screen, it would be a surprise
even to us, even if we were the ones to have
positioned the camera, decided its movements
and angles. This is why I don’t like using video
to follow shooting. Emotion is betrayed that
way, the emotion that you feel when the images
are seen on the big screen, in the theatre, with
sound, where the experience on the set is truly
relived. 
When you check with the video, you see what
you’re doing as you shoot, but this is
something you know anyway, it isn’t a
surprise. You’ve already got the composition
of the shot in your head, you’re the one who’s
created it. The technical check is only to
make sure that the camera movement has shot
it right or to correct if the framing isn’t
precise. Which is why it’s so important to
always work with people you already know,
with whom you already share perfect
understanding, since everyone all together
already ‘feels’ if the shooting has been right
or not.  In fact, I prefer taking another look at
the movement with the cameraman directly
through the camera after each shoot. And
anyway, it’s the composition of the shot that’s
most important.

So you feel that in cinema, it is not enough to
be technically perfect, since technique alone
only produces polished banal films?

I like to define my relationship with cinema as
this: I’m not a technician, but I perfectly master
technique. If you let technique condition
creativity you’ve had it, though you have to
know everything about the technical aspects so
that you can then ‘have fun’ and take risks.  For
example, you can play on differences of the
film’s sensitometric curve, that are very different
today compared to twenty years ago. And you
can force the half-tones, or else do away with
them all together and try to create a sharp
shadow, going ‘technically’ against technique. 
With today’s films we can do whatever we like,
we can film in just the light of a single candle.

So, what truly makes the difference is rather
what you put in the frame, that is, once again,
the composition. 

Do you like making beautiful, well structured
camera movements?

Without exaggerating though. Movement can
be a little arbitrary sometimes, since you have
to leave the person behind the camera free to
follow the actors. The actors have to have a
certain freedom of movement. I learned that
you should never interrupt the action, even if
the director or the cameraman has made a
mistake. You can stop the camera, of course, but
without telling the actors, who have the right to
the pleasure of finishing. Any corrections or
suggestions should be given afterwards only,
during the breaks. Everyone must be given the
chance to express himself or herself completely.
Fellini, for example, had his own very personal
way of directing: he had the actors say just
anything, numbers for example, he kept on
shooting, and then cut wherever he felt like it.
For me this is terrible, I’m  too used to live
recording. This is very important. You
shouldn’t think that everything can be fixed
afterwards with dubbing. On the set, everyone’s
work deserves respect. But above all, we have
to love the job of each person.

It is interesting to note how you have always
taken the same stance: to go against technique
in search of the story. That is, that you have
always kept in mind that a lot of things are
gained with technical progress, but some
things are irremediably lost. And in cinema, to
recover that which is lost could be
fundamental to expressive ends. A prime
example is the return to black and white in
which you played such a vital part.

That’s right. Except that to go against
technique, you still have to go through
technique, once again. Going back to the
subject of black and white, when Shadows and
Fog was released, people referred to the “black
and white colors of Carlo Di Palma” and, in
fact, black is a thousand colors, thousands of
whites, thousands of grays. That’s how the film
was conceived, also because I wanted to allude
to La lunga notte del ‘43. I worked a lot on it in
the printing stage to get a positive print with
such special tones, duplicating the negative
eleven times, almost trying to transfigure the
original negative to get the desired effect. In
fact, this is how you can obtain hundreds of
grays and whites that don’t appear on the direct
print off the original negative. 
We wanted to recreate the tones of the German
cinema of the thirties. But without archeology.
With Woody, we started from Fritz Lang, but I
had immediately warned everyone on the very
first day: ‘Please let’s not start by thinking of
this as a black and white film. It’s a film that

takes place all night long, in the fog, and that’s
it’. Black and white is much more difficult to
treat compared to color. Colors basically can be
more or less vivid, but the contrasts between a
hundred whites, grays and blacks are much
harder to get. 
If working with color presents any difficulty, it
is for the reason I mentioned before: color
means controlling what comes into the shot,
deciding beforehand what colors should be seen
and which should be eliminated.

Woody Allen’s cinema changed with your
collaboration, from the point of view of style.
So much so that it is now possible to speak of
a true ‘De Palma period’. Before that, Allen’s
films were structured much more simply, more
static shots, a lot of shots and reverse shots.
You introduced camera movement into Allen’s
cinema, of course in the service of a
screenplay, a story. Yet in a way it has much of
your style, your point of view, in telling the
story and interpreting the ideas of the
American director.

Before speaking about Allen, I’d like to go
back in time a little. Allen had liked a film
like Red Desert not only for the role that color
played, but especially for the framing
concept, which was completely different to
what he had been used to. A good sixty
percent of my fellow directors of photography
don’t like moving the camera very much,
because it creates a lot of problems. Of
course, there shouldn’t be camera movements
just for nothing. They should respect what we
read in the screenplay. In any case, the
characters must be given the chance to move
without breaking up their movements
excessively. 
The style and atmosphere, I cannot repeat
enough, are treated at the beginning when we
discuss a film, but then, day to day on the set,
for example, the light changes, a cloud passes,
the sun comes and goes. And, depending on
the conditions of the light, obviously the point
of view of the camera changes. But these
things are unpredictable. Hollywood,
however, works by the storyboard: from the
very start we have all the little drawings that
tell us how the film will be shot. Personally
this way of working doesn’t interest me at all. 
The storyboard isn’t of use to the director or
the director of photography, but rather to
production, to work out the costs of the film.
We can use the sketches, however, since they
are part of the film’s story. Going back to
Allen, of course the way the camera is used
should correspond to the story of each film.
For example, when I read the story for
Husbands and Wives, I told Woody right
away that in my opinion the camera was a
true actor in the story, and that it should help
us understand who the “guilty one” was,
from the things the other characters said. It
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would perhaps have been a good opportunity
to use the steadycam, which I don’t really
like though, because it flattens everything,
isn’t realist. So I chose a handheld camera. 
In the beginning I gave my cameraman
exaggerated directions, having him make
great movements right and left. I also did
arbitrary things, like pull back from
dialogues before they were finished, but that
was good, it was right. But even in this case,
neither Woody nor I wanted to follow the
shoot on the video. We felt that the most
important thing was what the actors were
doing: the camera should try to best
represent them, its function was much like
being a spectator. And so, it had to move
according to the emotions that were being
experienced. 
I don’t know if I managed to produce all that
I had in mind, perhaps sometimes it rolls too
much and almost makes us nauseous. But the
idea was precisely to shoot the film entirely
with the handheld camera. 

What did you learn from Antonioni?

Above all, precisely this concept of
composition, a certain way of seeing,
through the light. The result of an emotion,
which in cinema can only be seen on the
screen, whereas you should be able to feel it
while you’re filming. For my part, I think I
improved Antonioni’s way of seeing through
the camera. He knew how to look inside the
camera very well, but I showed him how to
‘see’. Looking inside the camera doesn’t
necessarily mean seeing.

Can we say that the two directors with
whom you interacted the most were
Antonioni and Woody Allen? 

Probably, though I worked very well with
Mario Monicelli. Just recall L’Armata
Brancaleone or Girl With a Gun. And I also
worked very intensely with other directors
such as Vittorio Caprioli, after so many
years, the experience in Parigi o cara and
Leoni al sole, reminded me of working with
Woody, maybe because I’m among the actors
too. 
I started working in the second unit on The
Great War and, at the end of the film when
Peppino Rotunno had to leave the set, I shot
practically the entire part of the execution.
That’s how I started working with Mario, and
then he asked me to work with him on
L’Armata Brancaleone, Girl With a Gun and
the episode Il frigorifero of Le coppie, shot
in Turin. A few years ago we met in New
York for the screening of Girl With a Gun,
and Mario said to me: ‘Tell your friend
Woody that photography like this, in this
film and in L’Armata Brancaleone, you’ll
never do with him’.

When people refer to examples of your visual
research they often linger on Antonioni’s
films. However, in fact you also did intense
image composition work using light with
Monicelli as well. 

In Italy, directors who make comedies do not
receive the same recognition as other directors.
The auteur, the committed director cannot
‘make people laugh’. So it is also thought that
on the set the work is lighter, less serious. This
is a tremendous mistake. And Monicelli is a
perfect example, a man with great sensitivity,
refinement and culture, who asks the most of all
his collaborators and naturally is willing to give
his all to cinema. 
I consider L’Armata Brancaleone one of the
most beautiful films I have ever made. A
masterpiece that was born, of course, out of
Monicelli’s genius, but also out of the fact that
Mario got a set designer such as Gherardi
involved. His contribution was decisive in the
choice of settings, or the linguistic inventions
created by the screenwriters, not to mention the
almost flawless casting. 

Let’s take for example the comedy sequence
with Maria Grazia Buccella and Vittorio
Gassman. Gassman is about to come into a
dark vestibule, then we see it slightly lit.
Then he goes outside, into the light. For a
director of photography this is quite a nice
challenge since, in general, to pass from a
luminous environment to one that is
completely dark poses a lot of technical
problems. In fact, it is only a question of
deciding what you want to give most
emphasis to in the image. 
The sequence was shot in natural light. If I
had lit the building door, it would have
falsified and flattened out everything. There
was no real reason to see the interior. What
was important was to see him dressed in white
against the black of the darkness, while she
was lit by the sunlight. After a sequence,

without light, through the lanes of this
completely abandoned town – Snap! – there is
this woman, there inside. 
As we continue, the sequence becomes very
colorful. Everything is a play on contrast. We
know the town is deserted because of the
plague and therefore, paradoxically, the
previous light contrasts with the morbid
atmosphere that we have already intuited and
that we will actually discover very shortly. 
The film is not at all realist, except for the
places where it was shot. But they are
transfigured either photographically, or
through the costumes, or the camera. After the
lanes, we have an opening with this woman
who rings. It is no longer a realist sensation as
in the previous sequence. All of this, from
now on, is dreamlike. Instead, I did something
completely modern that has nothing to do
with the story of the film. But it was what
both the director and I liked, as well as the set
designer. 
And it is true that the set for this sequence was
completely mad. It wasn’t at all from the
historical period being treated. The sequence
seems almost ugly. Though of course it is true
that after that, everything returns to reality. 

And what are your cinematic homelands?

Other than Rome, first of all Turin. I worked
often at the Fert, and I even made my first film
as director of photography there. It was Lauta
Mancia directed by Fabio De Agostini in 1956.
There were also beautiful studios and people
there at the Fert, such as Arturo Galleo, the
great director of photography. And in Turin I
also shot Ugo Gregoretti’s Omicron in 1963. 

We have often asked you what you learned
from various directors, do you think that you
also learned anything from actors? 

I always tried to leave the actors free, to put
myself in their service to create the best
conditions for them to express themselves. In
the States it is customary to trace the path where
an actor should walk with a line on the ground,
almost as if he were a machine that moves on
tracks. I try to go behind the actors, to capture
their way of moving, a particular expression,
the way they say a line. 
I’ve always had a special relationship with
actors. They feel that I’m not only there for the
lights, but that I’m there for them, and if they
can’t understand my light, then it is obvious
that I have to invent something else to get them
to best express themselves. I try to never say to
an actor: ‘You have to stop here because
otherwise I can’t do the shot…’ You see, I hate
taking freedom away from an actor or from the
movement of the camera. Even though I’m
certainly not for anarchy of course, for abusive
freedom. In cinema you must never lose
control.
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FESTIVAL & MARKETS FEATURE

In 1979, disillusioned with the continued
economic pressure of currencies fluctuation
and accelerating costs during the Cannes

Film Festival, thirty American companies
formed the American Film Market.  Twenty-
five years on, the organization has grown into a
multifaceted, multi-national establishment,
funded by the annual American Film Market,
now firmly slotted in the November section of
the international film-buying calendar. The
organization, recently renamed the Independent
Film & Television Alliance, enters a new era
signaling a watershed year for the worldwide
film sales and distribution sector.

Jonathan Wolf said, “This year we’re
planting seeds for the future growth of the
AFM. The AFM only had 30 companies

with offices the first year, and it has 300 this
year. It’s going to take time for the seeds of
synergy between the AFI and AFM to grow.
Our poster this year reflects that philosophy:
Seeds growing into the full-grown tree. Let me
explain what the synergy is and also what it
isn’t. When we talk about a major market and a
festival, that venue is Cannes.  The big
difference between the Cannes Film Festival,
and almost every other festival in the world, is
that Cannes is a festival for industry
professionals. It is not a cultural event for the
local community.  Almost every festival event
in the world is some sort of cultural event. The
Cannes market and festival can integrate more
than any other event because the festival
attendees are industry professionals. Other
festivals – Toronto, Deauville, San Francisco,
Seattle or Venice – are drawing in the
community and creating cultural events. Would
I like to one day see the AFI FEST and the AFM
connected more from a geographic standpoint?
Sure.  We have limitations on the way both
events are run at the moment, but that doesn’t
preclude either one of us from continuing to
examine how to move the events closer. Our
ongoing objective is to make the AFM a
successful event for the participants. The
synergy between a market and a festival pivots
on the benefit that accrues to the producer
whose film is in the festival and the market.
With a film in both, a whole world of
commercial possibilities is unleashed.
Companies like Celluloid Dreams or Fortissimo
frequently put their films into 10 or more

festivals. But they are selective about which
festivals they support. Where do they send
talent? Where do they schedule social events?
Many festivals will get prints from a company,
but that’s all. The synergies we are fostering for
the AFM and AFI is based on those criteria.

With the AFI Festival happening concurrently,
if a film is selected for the festival and is in the
market, it becomes much more viable for a
distribution company to leverage costs and
choose to bring stars to the AFI Fest. By
maximizing the interrelatedness of the two
events, companies can bring buyers to evening
screenings in addition to the market screenings
and take advantage of the consumer press. AFI
Fest was chosen because we didn’t want to
align the AFM with a Festival that is solely
about American independent product. The AFM
screens films in 25 to 30 languages. It was
important to align with a Festival that is
international in scope, and two-thirds of the
films at AFI Fest come from outside the United
States. Their mission is excellence in
filmmaking whether from a studio or Italy .” 
Film Markets worldwide are not, as many
think, centered wholly on the immediate
community that is served – the film production
and distribution companies. This unique sector

of global economy burrows deep into the
fundamental economy of a particular city,
which in turn impinges on the GDP of the
country both economically and culturally. 
The proliferation of Film Festivals – in some
cases with a film market side bar – underlines
just how much economic, financial, and
political power this economic sector impacts on
a community anywhere in the world. 

Like film production, another widespread
phenomenon over the last ten years has
been that traditional industries are taking

flight to new emerging countries such as China
for manufacturing and the textile sector, and
India for outsourcing the telecommunications
sector. Governments worldwide reason that
funding a Film Festival or implementing tax
incentives is a high profile and cost effective
business model to create jobs.
In different parts of the world, the ‘trigger’ is
the ‘economic or cultural variant.’ In the
European Community, it was the desire to
protect, both collectively and nationally, the
culture within each Member State. In the Far
East countries, the motivation to fund a Film
Festival and Market – such as Bangkok – is
driven by the ‘economic variant ‘of Tourism. In
the United States, the ‘variant’ is both economic
and cultural, with the economic variant feeding
the cultural variant and visa versa. In no other
country with the ‘product film’ can the
‘economic variant’ be manipulated to suit the
‘economic variant’ of the ‘financial
thermometer.’ Film ‘product’ is one of the
largest US ‘economic goods’ export to the rest
of the world behind Aerospace and Agriculture.
It is no accident that ‘American culture’ is
replicated and imitated by the masses
worldwide, particularly in emerging third world
countries. 

In the year 2004, although America itself is
the recipient of an ‘economic variant’ in
‘economic growth’ affecting the entire

global economy, it is able to retrieve that ‘film
product’ via the ‘international gateway’, and
offer not only a reversed cultural impact but
also an economic impact as a prolific importer
of ‘film product’ back to its shores, by ensuring
that if you desire the product ‘film’ the
American Film Market is ‘the place to be’ in the
fourth quarter of the year to sell your country’s
‘film’ to the rest of the world. It’s an ingenious

Jonathan Wolf, Executive Director, AFM

either one of us

from continuing to examine

how to move the events closer

Cementing The Seeds Of
Import Export Growth

Following the early June 2003 AFM announcement to forge a synergy alliance with the AFI Fest, AFM Executive Director Jonathan Wolf explains
the fundamental international aspects that witness the Independent Film & Television Alliance finding fresh roots as it enters a new era of

expansion amid the global growth of abundant festivals and markets affecting its position on the international film calendar.
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stroke of marketing prowess that only a
pioneering entrepreneurial business model
could have accomplished

Wolf responded: “Throughout the
‘80’s, buyers and sellers stayed at
Cannes, MIFED and AFM for 10

days. Throughout the ‘90’s, what happened
wasn’t that the buying and selling community
necessarily got smarter with ‘the cost
expenditure of conducting business’. Film
festivals throughout the world re-invented
themselves as viable ‘business-to-business
economic models’ rather than just consumer and
cultural events. Production and distribution
companies decided to premiere films at
festivals, not just for consumer press, which was
the initial thrust, but to attract ‘business-to-
business’.  Buyers began traveling extensively
to festivals throughout the late ‘90’s. What
occurred was not that ‘the buying’ finished
early, but they found themselves, during the last
5-10 years, on the road so much that the idea of
staying ten days at AFM, Cannes, or MIFED,
plus visiting festivals was too much. The buyers
pulled back on travel, and the 10-day markets
were the first fallout.  What, I think, is going to
happen in the next 10 years is that, first – as
you’ve seen with the shift of the AFM – Berlin
will probably grow its market. The Hong Kong
Filmart is shifting dates to take place with the
Hong Kong Film Festival, almost 2 months after
Berlin and a month and a half before Cannes.
The industry will focus more on these business-
to-business events and less on the second-tier
festivals, which aren’t garnering revenue
potential the way companies would like. At the
same time, events like the one in London –
where buyers are invited and just British films

are showcased, like the Unifrance Paris
screenings in January – will grow.  

Governments the world over are aiming
to build exports in all industries. As
export associations find Government

funding to bring buyers into countries and host
them for 3 or 4 days, you will see more of this
type of business-to-business activity, which has
to do with a particular country’s export and
trade development. I think film sales
companies would rather be in a controlled
environment where they can host buyers for
three days at an export event, than put
themselves in the hands of an unfocused
festival.”  Wolf continued: “Not every country
has a garment manufacturer, but almost every
country has some sort of film industry. The
film business is an art form. In every country
there are artists who can’t afford their canvas.

The Independent Alliance of Film & Television
is a trade group that supports and promotes the
export side of the worldwide film business.
The international buyers will edge towards the
business-to-business events, and that will keep
the markets – Cannes and AFM – as healthy as
they’ve been.  With regard to the name change,
that has been more than ten years in evolution.

When AFMA was first started, its only mission
was to develop a world-class trade show in
Hollywood: the AFM. Finding an acronym
made sense. The market was in America, and
almost all of the members except for two or
three in London were American companies, so
AFMA – American Film Marketing
Association – made sense. 

By the early 90’s, when membership
was much more heavily European and
internationalized and more members

were actively involved in television, AFMA’S
members felt that the words “American Film
Marketing Association” didn’t describe the
organization. More importantly, it didn’t
describe the membership. At the time,
companies like NBC or King World, TF1, and
Studio Canal were taking advantage of
AFMA’s resources to support their television
business as much as their film business.
Because we were so internationalized, in the
mid or late ‘90’s we changed our name from
American Film Marketing Association to
AFMA, the theory being that like other
acronyms – IBM, AT&T, ESPN – people
would just become accustomed to the
acronym and accept that for the organization.
It became clear that while that works for
consumer products, it doesn’t work in the area
of advocacy and lobbying in Washington or
Brussels or Geneva. The AFMA? What’s that?
Over the last few years, Jean Prewitt, the
Board, and especially Michael Ryan had been
pushing to find a name that would accurately
describe the organization’s membership –
who we are and what we do.  Finally, earlier
this year, Independent Film & Television
Alliance came up as the best name.” -ET

FESTIVAL & MARKETS FEATURE
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AFM Poster 1982

AFM Poster 1994

AFM Poster 2001
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The buzz surrounding the new suites on
the 7th Floor of the Carlton
Intercontinental Cannes’, the elegant

center of activity during Festival time for the
film industry, has been constant. When my ex-
boss mentioned to me that, after the unveiling
of the Suites this summer, he spent a few days
there ‘and it was worth every shekel’, I was
intrigued – my ex-boss is a very fastidious man.
So I was delighted when Eric Aceto the
Carlton’s Hotel Manager invited me to pass a
weekend during a rare ‘quiet’ period’ of
demand for these suites. 
What struck me first on entering The Sophie
Marceau Suite (750-751) was the magnificent
vista of the Mediterranean viewed from the
suite’s enormous terrace. I felt like a princess.
After this initial flush, coupled with the warm
embrace of a beautiful floral arrangement,
succulent fruit, delicately boxed biscuits in a
custom-made Carlton container depicting the
Riviera’s 1950s elegance, a fine vintage, and
chocolate covered almonds, it was time to cast a
seriously critical eye. Try as I might (and as my
godson Josh Dietell described me to a friend
“she is meticulous”), it is beyond difficult to
fault the renovation by Carlton aritechect Nicola
Papamilitades who created a gracious ambiance
inspired by the era of the 1950’s and the Grace
Kelly-Gary Grant classic To Catch a Thief. 
The overall feel of the entire Suite is
understated elegance, charm, and calmness
reflected in the choice of honey-colored wood
marquetry and creamy beige silk curtains and
bed linens accented with cushions in delicate
hues of pastel pink, blue, and green. The living
room is extremely spacious with a huge oval

window that overlooks the famous Carlton
jetty. Picture perfect. Walking the mile (or so it
seemed) to the bedroom, a different ambiance
enveloped me. One that oozed luxurious
comfort. From the chaise lounge upholstered
in subdued exotic silk and ostrich plume
covered ottoman to a magnificent satin and
silk evening bedcover emblazoned with the
Carlton Crest. How much better could this
get?! Then I ventured into the bathroom,
Jacuzzi with internal concealed light (how
delightfully romantic!), a flat-screen LCD
television, an oversized shower with both
regular and ‘waterfall’ shower heads as well as
invigorating side ‘jets’, and a sumptuous
chaise lounge for reclining and enjoying
conversation with your mate; absolutely
fabulous darlings! Penhaligon’s Quercus range
of toiletries is an excellent choice, quality
without an overpowering fragrance. Massaged
by my Jacuzzi bath, it was time to pop into
bed. The Carlton offers a choice of pillows

covering the spectrum from firm to soft,
allergy-free to goose or down, and as an
allergy sufferer I was quite impressed. The
piece de resistance in the bedroom is the
nightlight, which is perfectly positioned to the
left at the foot of the butler type (swing) door,
and a corresponding light that leads you to the
loo!  “There must be something awry!”, I cried
to my phantom partner. I checked out the closet
space (huge) with an invitation to have my
shoes ‘detailed’ by Westons, the famous French
shoemaker. Astounded at finding nothing to
fault – the Suite sports the latest technology:
flat screen LCD televisions, direct Internet
access, DVD and CD players and the service is
99.9% perfect – I resigned myself to being
swathed in luxury, I leisurely strolled through
my magnificent suite, enjoying its subtle
elegant ambiance, settled into a divinely
comfortable satin and silk settee, and played
with the remote (30 different channels) until I
found the Classic Film Channel. And what was
it playing? To Catch a Thief. Now I wonder if
that was just coincidence. Eric Aceto assured
me it was not. “We can create miracles at
times,” he said “but this was not such a time.”
How perfect could a weekend be?

Notwithstanding, as the Suites are so
new there are a few miniscule
adjustments and refinements to be

made, but overall from the Carlton brochure’s
description of its seventh floor as ‘a stay in
the seventh heaven, on the seventh floor in the
jewel in the crown of the seventh art’, in my
meticulous view, there is no way that The
Carlton Intercontinental Cannes could be
accused of misrepresentation. ET.

At Home In Seventh Heaven

Original artist concept of the bedrooms

The living area of one of the suites on the seventh floor of the Carlton Intercontinental Cannes
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