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COMMENT

It was a little difficult to think about what to write coming off months of

research and reading, seeing every day of my life spread across the pages

of an A4 piece of paper manufactured from wood in some far flung land.

A nostalgic journey of many emotions infused my spiritual, emotional and

physical being that culminates with this edition, on 25 incredible years of

simply doing a job. No, it’s not a job. It’s playtime everyday for me, except

that my playpen is the international world of film and my playmates are

some of the greatest individuals whom I have come to know.

Ifeel beyond privileged to be doing exactly what I have always to want to

do with my life. I recall my only visit to New Orleans, looking out of the

window of my hotel room, and remembering at the age of 8 sitting in my

classroom in the East End of London and being made to recite to the class

how to spell Mississippi. It was a thrill that echoed through much of my

learning, to have actually looked at the Mississippi. Similarly, when I first

visited Canada and by chance caught sight of a grizzly bear, the thrill was

unequalable because again memories surfaced of the class room at age 10.

The teacher was feeling ill and said, “Tavares take the class for the next

hour.” Boldly I stood up and asked my classmates to open to the chapter in

Geography about Grizzly Bears. One by one I encouraged them to stand up

and read a passage. Looking back, I can see that my teachers often put me in

that position, and I am amazed that, being the rebel I am, the classroom never

disintegrated into absolute typical youngster chaos. Never on my watch!

My love for film came from my first experience of going to the

cinema to see The Sound of Music. Our classmates (whether we

were two or twelve I conveniently can’t remember) dressed up in

our finery and trotted off to London’s West End to see the show. I recall

wearing my new Leopard print fake fur coat, fishnet tights, and stiletto heels

(all the rage then and again the height of Fashion today). It was my first West

End trip to a theatre, and I was so very excited. Our teacher companion (who

had given us a lesson on proper table etiquette) conveyed our small group to

a Restaurant with waiters in tails, a maitre de who escorted us to our table,

real silver cutlery, crystal glasses – the works – and scrumptious food. Such

a fantastic experience it was! We kept our decorum and demeanor, but there

was no escaping the glint of pure pleasure and awe in our eyes and on our

faces at being introduced to a world before unknown. 

The thrill of seeing the credits, the impact of Julie Andrews as she burst into

The Hills are Alive with the Sound of Music, was an arrow that pierced

straight into my heart and lodges there still. I went on to avidly attend the

cinema to see Japanese films, Indian Films, 30’s and 40’s films, even Silent

films that came on television. The rest of the time I could be found curled up

my in bedroom swept away by my other passion, reading, lost in the works

of Somerset Maughn, Agatha Christie, or Tolstoy.

The first marriage of publishing and my passion of film came about when I

was a awarded a Certificate of Merit for a competition run by The Daily

Mirror group for upcoming writers. My English teacher, a terrific woman

called Mrs. Smythe, encouraged my writing of poetry and short stories and

entered my name and stories into the competition. She was a great mentor in

her French designer outfits and tremendous sense of style. That award led to

being given a position as an entry-level runner at Fleetway Publications, a

forerunner to the huge publishing conglomerates like Conde Naste. 

Within six months the magazine Petticoat that launched Twiggy

was established, and I became the Girl Friday. I helped the

designers and collected designs for the then emerging Vivien

Westwood. It was so exciting! I had the greatest opportunity any youngster

starting out in any industry can experience: total immersion and involvement

with every level of the magazine. I truly caught the ‘publishing bug.’ and I

still love to see the press roll on an edition.

My 12 months at Fleetway publications directed my life to the result it has

reached today.  One day, I was called into the Managing Director’s office.

(I took 120 words per minute shorthand at the time, and the only person I

know who still uses shorthand is Isabel Gray at Nu Image.) He sat me

down in his austere but beautiful mahogany paneled office complete with

velvet chairs and said, “Young lady, you have caught my eye. My

secretary is retiring in a few months and we want to groom you for her

position.” (Barely out of nappies, I was savvy enough to see what a great

honor it was.) In what was to be the first brick in the foundation of my

career and life’s work, I gamely responded, “Mr. King (Cecil King), I am

flattered and greatly appreciate what would be a wonderful opportunity,

but my ambition is to one day own my own publishing company.” I

remember that he smiled (not an unkind but rather, I like to fancy, a

knowing smile), and as his secretary showed me to the door, she said,

“Good luck with your dream.”

From Fleetway publications, a stint running a hotel in London’s Holland

Park with my then partner led to meeting fabulous individuals from all

corners of the globe. A stint at London’s Observer Newspaper was the

final block that consummated my marriage of film, journalism, sales, and

publishing. It had only taken a mere two job hops.

My time at the Observer was a challenging and extremely fortunate period.

I learned all the fundamentals of printing, together with the art of

salesmanship, which they developed and honed in me. A revenue

achievement of 4 million pounds for the Observer on a project I had been

responsible for resulted in two business buddies chatting about this

phenomenon during a game of Golf and led to my joining Screen

International. 

It’s very hard to believe that my entire adult life has been spent in such

awesome uplifting, occupational pursuits. Along the way, one year at

Cannes, I met Clint Eastwood, my heartthrob and my only admission to

celebrity adoration. He was President of the Jury that year, and I told

him how my girlfriends and I would rush home from school to catch

Rawhide and drool over Rowdy Yates. He too smiled and said what a

sweet person I was.

Aresounding sincere ‘thank you’ to all the independent individuals

and companies that have supported this edition! It is still difficult

economic times, and the gesture to advertise is greatly appreciated,

especially from those who do not own their companies and found the

resource in their own pockets. Thank You.

Following Living & Participating 
In The Dream
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The Little Film Company, headed
by Robbie and Ellen Little, has
available for international
distribution the critically
acclaimed Tsotsi, written and
directed by Gavin Hood, produced
by Peter Fudakowski, and co-
produced by Paul Raleigh. Tsotsi
traces six days in the life of a
ruthless young gang leader who
ends up caring for a baby
accidentally kidnapped during a
car-jacking. Nominated as South
Africa’s entry in the Foreign
Language category for the 78th
Oscars, Tsotsi was presented at
the Toronto Film Festival and
opens the Cape Town World
Cinema Festival, which runs 11th
to the 20th of November.
Receiving rave reviews for its raw
look at gangs in South Africa,
accolades include: “Tsotsi is a
gritty and moving portrait of an
angry young man living in a state
of extreme urban deprivation. His
world pumps with the raw energy
of Kwaito music—the modern
beat of the ghetto that reflects his
troubled state of mind.” Tsotsi
means ‘thug’ or ‘gangster’ in the
street language of South Africa’s
townships and ghettos; Kwaito is
South Africa“s answer to
American Hip-Hop. Produced by
Peter Fudakowski, CEO of the UK
Film & TV Production Company
plc., Tsotsi was produced with
funding from Fudakowski“s UK

Film & TV Production Company
plc, the Industrial Development
Corporation of SA, the National
Film & Video Foundation of SA,
and the co-production services of
Paul Raleigh of Moviworld.
Produced in South Africa between
2004 and 2005, Gavin Hood was
commissioned by Fudakowski to
adapt Athol Fugard“s only novel,
Tsotsi, as a feature film. Henrietta
Fudakowski worked closely with
Gavin as script editor. 
Starting out as a banker, Peter
Fudakowski became disillusioned
with the projects he was asked to
back, left the banking world in
1985, and set up Premiere
Productions Ltd. with his wife
Henrietta as script editor and head
of development. The company
primarily produced multimedia
training films for the finance
industry, winning numerous
international prizes, and working
with such talent as Jonathan
Pryce, Miranda Richardson,
Lindsay Duncan, Bill Paterson;
clients include Price Waterhouse
Coopers, The Bank of England,
Ford, The European Investment
Bank, Lloyds, and TSB.  Peter
Fudakowski raised initial seed
capital for The UK Film & TV
Production Company plc. with
sponsorship from Matrix
Securities. He was instrumental in
the making of Bugs—3D, a
documentary IMAX film about

the microcosmic life of insects,
which to date has grossed over
$24m worldwide. As a ‘bridge
financier’ and executive producer
for Premiere Productions, he has
been instrumental in financing
such features as: Keeping Mum
starring Rowan Atkinson, Kristin
Scott Thomas, and Maggie Smith;
and Piccadilly Jim starring
Brenda Blethyn, Tom Wilkinson,
and Sam Rockwell. In addition,
Fudakowski has acted as
Executive Producer on such films
as: The Last September starring
Maggie Smith, Fiona Shaw, and
Michael Gambon; Trail by Fire;
and The Helen Twist crime series
for ITV starring Juliet Stevenson
and Amanda Burton. Paul Raleigh

is the Managing Director of
Moviworld in South Africa and
has been involved in the
production of film in South Africa
for over thirty years. Raleigh has
co-produced and co-operated with
many international companies
including Star Edizioni
Cinematograf, UK Film and TV, 7
Arts, Pandora Cinema (France),
Off the Fence (Holland), Nu
Image, Harmony Gold, Franklin
Waterman Entertainment, and
Atlantis Films (Canada). He has
overseen and produced dozens of
feature films and television series,
both local and international,
including more than fifty
episodes of African Skies, which
sold worldwide.

Long Awaited Sequel To Highlander Franchise 
In Production In Lithuania

Production has commenced in
Vilnius, Lithuania on the Davis-
Panzer Productions, Sequence
Film and Grosvenor Park feature
sequel Highlander – The Source.
Adrian Paul, also Executive
Producer of the film, reprises his
starring role as the Immortal
Scottish swordsman Duncan; Brett

MacLeod directs. The new
adventure tells the story of the
Immortals’ quest to locate their
Holy Grail, the Source of
Immortality. Highlander is
regarded as one of the most
successful independent film and
television franchises in movie
history. Director Brett Leonard
said: “This is a tremendous
opportunity for a storyteller in this
genre to take part in twenty years
of mythology.  Everything I have
done before has led me to this kind
of mythical fantasy.” Leonard
pioneered the creation of digital
visual effects in filmmaking in
1992 with The Lawnmower Man;
he also directed Virtuosity, and

most recently completed Marvel’s
Man-Thing.
British-born actor Adrian Paul
plays alongside fellow
‘Immortals’ from the hit
television series Peter Wingfield
and Jim Byrnes. Highlander—
The Source also stars Thom Fell,
Christian Solimeno, Stephen
Rahman-Hughes, and playing
opposite Adrian Paul,
international star Thekla Reuten
as Anna.
Peter Davis of Davis-Panzer
Productions comments: “By
pairing Adrian and Brett we are
truly creating a milestone in
Highlander history. We anticipate
that this dynamic combination will

recapture the glory of the original
Highlander.” His partner Bill
Panzer adds: “The International
search for the next generation of
Highlander has also begun.” 
Written by David Abramowitz and
Stephen Kelvin Watkins, the
producers are Peter Davis and Bill
Panzer. The Co-Producers are Guy
Collins, Michael Ryan, and Chris
Chrisafis. The Lithuanian co-
producer is Lietuvos Kino Studija
with Ramunas Skikas serving as
Managing Director. The Source
will be distributed in North
America (2006) through Lions
Gate Films and has been sold in a
further two-dozen territories
through IAC Film.

The Little Company At AFM Distributes
The Critically Acclaimed Tsotsi From South Africa

A scene from Tsotsi, South Africa’s entry for the Oscars

Adrian Paul
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Berlinale Talent Campus
Films On Hunger Food And Taste
Berlinale Talent Campus is gearing
up for entries to its various
sections at the Berlin Film Festival
February 11th to 16th 2006.
Interested filmmakers have until 1
November 2005 to apply.
Applications can be made online at
www.berlinale-talentcampus.de.
Berlinale Talent Campus requires
either a one-minute film on a
subject of your choice or a
maximum 5-minute film under
the heading Films on Hunger,
Food and Taste. The motto of
Campus 4 is: At the Cutting Edge
of Making Movies, which refers
to its focus on film editing—from
the screenplay through to the
final cut. 
What do film making and
cooking have in common? “True
culture lies in developing taste,

not reducing it,” according to
the motto of the Slow Food
Movement. The 2006 Berlinale
Talent Campus has adopted this
slogan for its competition Films
on Hunger, Food and Taste for
which competitors must submit a
film of up to 5 minutes length.
Partner for this Campus Special is
Slow Food. Competitors in Films
on Hunger, Food and Taste have
twice the chance. The best short
films will not only be given a
screening at the 2006 Berlin Film
Festival, they will also win an
invitation to Slow Food on Film,
the very first short film festival
all about “the love of food.” The
festival is held in April 2006 in
the North Italian city Bra, the
birthplace of the Slow Food
Movement. The best

documentary of the competition
will win a prize of 2,500 euros;
the prize for the best fictional
film is 5,000 euros. 
Success Stories from Berlinale
Talent Campus include Phil Traill
(UK, Talent Movie of the Week
Winner 2003) who co-wrote the
screenplay for Opal Dreams,
directed by Peter Cattaneo (The
Full Monty), which will be
released in cinemas worldwide in
2006. Atsushi Funahashi
(Japan/USA, Talent 2004) will
have the European premiere of his
feature film Big River at the
Berlinale Forum 2006. Funahashi
met his co-producer Mohammed
Naqvi (Pakistan) and co-writer/DP
Eric Van Den Brulle (USA) at the
Berlinale Talent Campus. They
successfully got their final

financing for Big River from the
production company Office
Kitano, Japan through the
Berlinale Co-production Market.
At the Leipzig Documentary and
Animation Film Festival 2005,
Tamara Milosevic (Germany,
Talent 2004) won the Cinemanet
Europe Award with her film
Wrong Time, Wrong Place. At
the Cannes International Film
Festival this year, Vimukthi
Jayasundara (Sri Lanka, Talent
2003) won the Camera d’Or for his
film The Forsaken Land, selected
for Uncertain Regard. The two
Ukrainian participants Natalya
Kononchuk and Igor Stermbitskyy
(Campus 2005) won the Palme
d’Or in the category Short Films
with their documentary
Podorozhni/Wayfarers.

Peter Ho-Sun Chan’s new film
Perhaps Love has been selected as
Hong Kong’s entry to the 78th
Annual Academy Awards in the Best
Foreign Language film category.
Perhaps Love is the biggest
production of a musical film in
mainland China and Hong Kong in
35 years. Producer Andre Morgan’s
company RMO also produced
Million Dollar Baby, the winner of
the Oscar® for Best Film at this
year’s awards ceremony. The
talented crew also includes Director
of Photography, Peter Pau who won
the Oscar for Best Cinematography
for Crouching Tiger, Hidden
Dragon. Peter Ho-Sun Chan’s most
recent Chinese film, Comrades,
Almost A Love Story, won nine
Hong Kong Film Awards and six
Golden Bauhinia Awards. William
Pfeiffer, CEO of Celestial Pictures
commented: “We at Celestial
Pictures are proud to be representing
Perhaps Love around the world.
Attaining the honor of being Hong
Kong’s submission for the Oscars is a
tribute to Peter Chan and Andre
Morgan’s vision of creating a Pan-
Asian production drawing on the best
cinematic elements from across the
region. Celestial has already struck
distribution deals in key territories,
and we are confident that the film
will prove to be a success both
artistically and commercially.”
Funded by Astro Shaw, TVB and
distributed worldwide by Celestial
Pictures, Perhaps Love is a Morgan

& Chan production.  The Oscar
announcement was made by
Crucindo Hung, Chairman of the
Federation of Motion Film Producers
of Hong Kong. The film had won the
most votes for the right to represent
the Hong Kong film industry to the
Academy of Motion Picture Arts and
Sciences for consideration.
Celestial Pictures is a diversified
entertainment company focusing on
Asian-language film and television
content including production,
distribution, and the operation of TV
channels. The company owns the
Shaw Brothers film library, the
world’s largest Chinese film
collection. Its corporate headquarters
is situated on the historic Shaw
Brothers Studio lot in Hong Kong.
The company is a subsidiary of Astro
All Asia Networks plc (Astro). Astro,
which is listed on Bursa Malaysia, is
a leading regional cross-media
operator specializing in the creation,
aggregation and distribution of
content across many platforms. It is
the sole provider of Direct-To-Home
satellite multi-channel television
services in Malaysia and houses the
country’s largest television program
production facility. Astro is the
country’s leader in commercial radio,
and publishes Malaysia’s most
widely circulated magazine, the
ASTRO Guide. The strength of these
complementary brands has extended
into interactive and multi-media
services including provision of
content for mobile telephony.

Perhaps Love Gets Oscar Nod

Level 5 
220 Pacific Highway

CROWS NEST NSW 2065 AUSTRALIA
Puskarent@ozemail.au

Tel: + 61 2 9929 6544  Fax: + 61 2 9929 6767

Well done Sport!
Congratulations on your 25th!

Surf’s up, you had better 
come on Down Under. 

It’s been a long time between drinks.
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Director Philippe Mora recently
completed principal photography
on his HD movie Gertrude Stein
starring Jonathan Ball, Hoyt
Richards, J.D. Johnston, and Rena
Riffel. The film is the second
production from the new artists
cooperative, International Film
Artists Workshop. The first
production, According To
Occam’s Razor, gets a DVD
premiere in the US December 6,
2005 through Elite Entertainment
and Koch. Gertrude Stein was
shot over a five-month period in
France, Los Angeles, and London.
The film documents Gertrude
Stein’s previously unknown
iconic journey through the 20th
century and includes her
involvement in the Von
Stauffenberg plot to assassinate
Hitler, the creation of the atomic
bomb in Los Alamos, gay rights,
Watergate and Richard Nixon, and
the moon landing in 1969. Her
life-long companion Alice B.
Toklas and two ex-OSS officers

usually accompanied her on these
astounding adventures. The self-
funded Workshop develops and
produces experimental works in
all media including film and
video, and comprises a loose
coalition of actors, writers,
directors, photographers, graphic
artists, cinematographers, and
others in Los Angeles, New York,
London, and Sydney that Mora
has gathered in a mutual quest to
make creatively edgy independent
films under the radar of the studio
system. The trilogy arm to the
series of films in postproduction
is The Vatican Tapes, a horror
film about the possession of the
Pope and the selection of the
appropriate exorcist.
Philippe Mora is also separately
prepping the features The White
Hotel, based on the novel by
D.M. Thomas for Susan Potter’s
JOA Productions, Santa Barbara,
and When We Were Modern for
Modern Pictures in Melbourne,
Australia.

Gertrude Stein: 20th
Century Action Hero?

Launched in early 2004 with the
U.S. theatrical release of Crying
Ladies (the Philippines’ official
selection as Best Foreign Language
Film at the 2004 Academy Awards),
Unitel Pictures International, headed
by seasoned sales executive Cindy
Sison, who handles foreign sales for
Unitel Pictures International, is at
AFM with a slate of new projects.
At this year’s AFM, Unitel have four
new Filipino films, which Sison
believes will do as well as their first
crop of films. The four are: Laurice
Guillen’s spiritual, neo-realist
melodrama, Magdalena, The Unholy
Saint (Santa Santita); Mark Meily’s
La Visa Loca, a satirical comedy
about an Everyman’s obsession with
acquiring a U.S. visa at almost any
cost; Pinoy Blonde, an ironic glimpse
into the drug-ridden world of today’s
music-minded youth, featuring an all-
star cast and produced by Unitel
productions; and Awaken (Sa Aking
Pagkagising Sa Aking Kamulatan),
an acquisition by Unitel that is a
Brocka-esque digital indie, shot in
Manila’s slums guerrilla style, which
explores the day-to-day survival of

people on the throes of bitter poverty
and twisted sex. “Our films are well-
reviewed in New York and Los
Angeles, and they’re warmly
received on the festival circuit,” says
Sison. “It’s great that Filipino films
are finally getting the recognition,
not just from critics, but also from
buyers.” Films from the Phillipines
are gaining more recognition, trail-
blazed by the growing number of
Asian films (coming from China,
Korea, and Thailand) that are being
distributed in America (Kung Fu
Hustle, 2046, Old Boy, Ong-Bak,
and Beautiful Boxer, to name a
few), and opening the path for
product from lesser known Asian
countries like the Philippines.
Unitel Pictures International and its
U.S. distribution arm Unico
Entertainment turned Sundance award
winner Imelda into a respectable box-
office gross of $200,000 in America,
underpinned with sales in France,
Germany, the Benelux countries, the
Middle East, the United Kingdom,
Mexico, Singapore, Indonesia, and the
Philippines. Crying Ladies sold in
France, the Benelux countries,

Malaysia, Thailand, and the United
Kingdom. Last year’s Berlin
International Jury prize winner
(Crystal Award, Kinderfilmfest),
Magnifico, likewise sold in France,
the Benelux countries, the United
Kingdom and Japan.  
Teamed up with NY-based indie
veteran Vincent Nebrida (formerly
of Fine Line), who heads the
theatrical arm, Unico Entertainment,
Sison adds: “Unitel is in a unique
and well-placed position because we
do our own theatrical and home
entertainment releases, in addition
to foreign sales. We’re a full-
service, multi-operational company
that starts from development to
getting the film made, distributed,
and sold locally and
internationally.” At AFM, adding to
the Unitel mix of product available
for international buyers are two non-
Filipino titles: Limbo (an official
selection at 2005 Taormina Film
Festival) from Thomas Ikimi; and
Kiefer Liu’s Life, Translated,
which was praised by the New York
Times as “a bouncy, upbeat tale of
cultural dislocation. “ A teen

romantic comedy, it stars Jennifer
Li, Cary Woodworth, and Asian pop
idol, Edison Chen (Infernal Affairs
I, II, III). Completing Unitel’s
overall slate for AFM are the
acquisitions and digital remasterings
of old rare Filipino classics (mainly
by the late masters Lino Brocka and
Ishmael Bernal). These classics are
available for the first time as
English-subtitled DVDs. 
Unitel Pictures International was
founded and is owned by Philippine
media trailblazer Tony Gloria.
Attending AFM with Cindy Sison
and Vincent Nebrida are:  Tony
Gloria from Manila, and Unitel’s
Chief Operations Officer, Tito
Velasco, who oversees all U.S. and
worldwide business. The company is
headquartered in Manila,
Philippines, with offices in New
York (theatrical) and Los Angeles
(non theatrical/foreign sales). Cindy
Sison began her career in the film
business 15 years ago in Sales and
Marketing and previously worked
with Transatlantic Media (now
Lakeshore), IRS Media, and Santa
Monica Pictures.

Unitel Pictures International Takes Giant Baby
Steps With Homegrown Filipino Films & Classics

Conclave starring James
Faulkner (above) follows the
story of Rodrigo Borgia during a
papal conclave in 1458. The film
is a Canadian/German co-
production between Studio
Hamburg, ARD Degeto, CHUM
Motion Pictures and Producer
Paul Donovan who was also the
writer along with Studio
Hamburg´s Sytze van der Laan.

Conclave is directed by
Germany-based Christoph
Schrewe. Shot under wraps to be
the first out the gate of the many
projects that have been
announced over the past few
years, Conclave is already sold
to Canada, Japan, Germany,
Denmark, and Greece. Producer
Paul Donovan is currently on the
sales trail throughout Europe. 

Donovan’s Conclave

James Faulkner stars in Conclave from Alexander Sextus Productions

                                                  



TV Series Explores 
The Profiling Of Women 
In Russian Society
All over the world ‘a woman’s
lot’ is often undermined and
under-served. When it comes to
the portrayal of women from
country to country, one is never
given a true representation of
what the average middle-class
woman in any country feels,
thinks or knows about what is
happening to other average
middle class woman in other
countries. Australia and Los
Angeles based independent
writer/producer/director Katie
Fischer is about to help change
that with her new docu-reality
series A Woman’s Lot. The first
production traces women in
Russia. Fischer said, “A
Woman’s Lot is basically about
what happens to women in
traditional cultures once they’ve
been influenced by Western
social ideals and capitalism.
When we see Russian women
portrayed in the Western media
they are either high-class very
beautiful girls leading exotic lives
in London, Paris or Rome, or they
are downtrodden women etching
out a living in the tough regions
of Russia. A Woman’s Lot
covers those women, but it

primarily looks at women who are
educated—doctors, professors,
middle and upper class women—
as a society about which the world
is a largely ignorant. When you
think about it, all over the world
women are the nurturers in all
levels of society. The object of the
series is to entertain, inform and
re-direct our stereotypical
profiling of women, particularly
in countries such as Russia where
the injection of capitalism has
dramatically changed the roles
that are played by women in the
towns and the unsophisticated
county regions.”  Fischer spent
two years on and off in Russia
interviewing women from all
walks of life, from the power
players in Moscow to the
traditional “babushkas” in the
countryside and everyone in
between. With more than 44 hours
footage of A Woman’s Lot In
Russia and a pilot nearing
completion, Fischer is interested
in meeting with international
distributors to complete the other
countries scheduled to be part of
A Woman’s Lot series: China,
Afghanistan, Uganda, Peru, and
New Zealand.
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The Society Of Australian Cinema
Pioneers, an organization of
Cinema veterans, honors John
Reid at the Annual dinner in
November 22nd. Reid
commented: “It’s a great
organization. You get the
opportunity to met and greet
mates you’ve worked with over
many years, some of whom have
retired or moved on to other
industries. A thoroughly good
evening is had by all.” 
Actively engaged in the Motion
Picture Industry for 57 years, John
Reid first entered the Industry as an
Office Junior with Columbia
Pictures in Sydney in 1948. During
the next 27 years, he progressed
through all areas of film
distribution. In 1955, he accepted
the position of WA Branch
Manager and moved to Perth,
where he enjoyed the next six years
in the beautiful Western region. He
returned to Sydney in 1961 to take
up the position of Columbia’s
NSW Branch Manager. During the
next 14 years, Reid joined the
Head Office Executive and was
appointed General Sales Manager.
In 1975, he became General
Manager of United Artists, and 12
months later, he was appointed
Managing Director. During this

time, he was responsible for
Australia, New Zealand, and the
French Territories of Tahiti and
Noumea. In 1977, John Reid
accepted an invitation to join
Greater Union as General
Manager and Chief Executive of
GUO Film Distributors, a position
that saw him work closely with
Rank Distributors, Thorn EMI,
and the Disney Organization, as
well as Independent Producers and
Distributors. The Australian
movies released during John’s
term included My Brilliant
Career, Tim, The FJ Holden,
The Mango Tree, The Irishman,
and numerous other titles. 
John left GUO in 1982, and co-
formed Reid and Puskar Pty. Ltd.,
an independent company covering
all distribution activities. In 2002,
after 20 years, John branched out
forming his own independent
company, Classic 99 Pty. Ltd.,
which is actively engaged in all
aspects of film distribution. He
continues to travel overseas to
purchase film rights at the various
Film Markets, including the
Cannes Film Festival. John Reid
was honored in 1992 with his
election as the 52nd National
President of the Australian
Cinema Pioneers.

John Reid Honored As
Cinema Pioneer 2005

Bangkok Under One Roof At 
The Newly Designed Siam Paragon
The Bangkok International Film
Festival of 2006 announces its new
dates February 17th to 27th and a
brand new all-under-one-roof
location. Festival Director Craig
Prater commented: “We’re going to
be under one roof this year, the new
Siam Paragon, a new complex
being finished as we speak, that is a
developer’s dream. All of our
screenings will be in one theater
complex; all of our special events,
our opening, our closing, our
receptions, our market, our
registration, everything, will be
under one roof. It is the most
beautiful idea and concept that I’ve
ever seen. It’s also directly on the
skytrain. You step out of the

skytrain and you’re right there. It’s
also right next to our three major
sponsoring hotels this year, which
are the Inter-Continental, the
Grand Hyatt, and the Four Seasons.
And you could walk from those
hotels to the Siam Paragon—it’s
just so convenient and luxurious.”
The Siam Paragon houses the
Paragon Cinepolis, a total of 16
screens with a total capacity of
5000 seats, a 600-seat Imax theater,
and the Royal Paragon Hall
Exhibition & Convention Center of
10,000 sqm. Situated on five levels
(over 500,000 sqm), Siam Paragon
has a skytrain station, a department
store with a gourmet market, world
class shopping, and an

Oceanarium, an Opera House,
hotels, and luxury apartments. 
Prater continued: "The criticism
we received on the program
regarding the films was that we
needed subtitles for Thai. We
received local criticism for that.
We’re trying to correct that this
year and are currently speaking to
subtitling companies. Our biggest
strength is our programming. We
have a team of eight
programmers this year, which is a
rather large programming team,
from Canada, France, India, Italy,
Brazil, and Mexico. It’s a great
and experienced team led by of
Director of Programming
Jennifer Stark." 

The Bangkok Film Festival, now
in its third year, has changed its
date in the hope of getting a
greater realigned ‘catchment’
between Berlin and Cannes for
their event. Certainly the
advantage of staging all of the
events, screenings, and housings
of international executives and
celebrities under one roof gives
the festival an edge as it
continues to carve out its niche.

Architect’s rendering 
of the new complex
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Flatland, the multi episodic serial
developed and produced by the
Ruddy Morgan Organization
(RMO), was launched at
MIPCOM. Flatland stars Dennis
Hopper, Bumper Robinson, Phillip
Rhys, Francoise Yip, Katherine
Kendall, and Liam Waite. The
production, financed in Hong
Kong, was produced in China by
RMO with Al Ruddy and Andre
Morgan serving as Executive
Producers. 
“Flatland is a high concept action
series involving exotic locations,
elaborate CGI, and high definition
technologies, and will generate
literally hundreds of the highest
quality serial episodes for mobile
platforms,” said executive
producers Al Ruddy and Andre
Morgan. “Developing original
entertainment content for
broadband and mobile is the wave
of the future.” 
Sold by International Program
Consultants, Inc., the video is
offered in groups of 50 action
packed 2-minute episodes
specially formatted for the
growing video offerings by next

generation wireless carriers
worldwide. Broadband versions
allow web aggregators to offer
action packed high quality video
‘on demand’ to add to their
broadband video platform.
Timothy Shey, co founder of
PROTEUS, INC and an innovator
in mobile applications and content,
developed and produced Flatland
for mobile and broadband
exhibition. Andre Morgan and Al
Ruddy have produced over 35
feature films and 500 hours of
primetime television, including
Walker: Texas Ranger.  Ruddy
Morgan Organization has
produced Oscar-award winning
films, including The Godfather
and most recently Million Dollar
Baby, directed by and starring
Clint Eastwood and also starring
Hilary Swank and Morgan
Freeman. RMO’s latest projects
have included Paramount’s The
Longest Yard, starring Adam
Sandler, Chris Rock, and James
Cromwell; and Universal’s
Airborn, Kenneth Oppel’s fantasy
adventure in conjunction with
Steve Sommers and Bob Ducsay. 

Al Ruddy & Andre
Morgan On The Cutting
Edge With Flatland

Shahar Stroh has joined
Moonstone Entertainment. The
youngest of the two sons of Ernst
(Etchie) and Yael Stroh, Shahar
came on board the family-run
company in September 2005 as
Director of Development and
Acquisitions. Many international
buyers will already know Shahar
from his Bar Mitzvah party at La
Farm many years ago. When the
engaging young man was
reached for comment, he said, "I
am basically learning the ropes
from my dad. He has spent a
great deal of time building the
foundations, and it was pretty
clear that my older brother, who
has a PhD from Stanford
University in Computer Science,
was not going to take over the
reins. So I joined my dad in
September, because there was no
way I was not going to see what
is involved in a business he spent
so much time building. I am
travelling with him, staying by
his side, and learning from a
master how this business works.
I am looking forward to
attending AFM. I think the last

time I was there was when I was
11, and you interviewed me for
the Young Executives at Cannes
pages." An honors student and
talented guitar and piano  player,
Shahar Stroh is one of the new
upcoming group of techno savvy
young executives who are
perfectly poised to immerse
themselves in the techno-phase
that the independent industry is
headed for through the next five
years. 

Shahar Joins Moonstone
Entertainment Heads
Development & Acquisition

Thora Birch stars in Dark
Corners, a horror thriller written
by Ray Gower, from Shoreline
Entertainment and Matador
Pictures. The recently established
partnership brings together
widespread expertise in
production, financing, marketing,
and sales with the objective of
increasing the viability of each
project. The partners are also
handling Voodoo Lagoon.  
“We couldn’t be happier than to
have an actress of Thora Birch’s
caliber starring,” says Shoreline
Entertainment CEO, Morris
Ruskin. “She’s a perfect choice,
and she will undoubtedly deliver a
great performance.” Gower is
helming the film, which began
shooting mid-October in London.

Birch was nominated for a Golden
Globe for Ghost World and an
Emmy for Homeless to Harvard:
The Liz Murray Story. She
recently starred in John Sayles’
Silver City and Sling Shot, which
premiered at The Tribecca Film
Festival. 
In Dark Corners, Birch plays
Karen Clarke, a troubled woman
who falls asleep and awakes as
Susan Hamilton, a girl whose once
normal life becomes infiltrated
with strange occurrences, with
Birch playing both roles. Toby
Stephens and Christien Anholt also
star. Voodoo Lagoon, starring
Ashley Hamilton and John Noble,
is in post-production after shooting
on location at Warner Roadshow
Studios in Australia. Matador’s

Lauri Apelian commented: “With
the signing of Thora, we’re well on
our way to making another great
film. Voodoo Lagoon already
looks fantastic, and we believe that
Dark Corners will turn out just as
well.” Written and directed by
Nicholas Cohen, Voodoo Lagoon
is about a group of college students
lured to a remote tropical island by
its evil owner who is out to fulfill a
voodoo prophecy. 
Shoreline recently produced
Marilyn Hotchkiss’ Ballroom
Dancing and Charm School, a
Sundance Premiere starring Robert
Carlyle, Marisa Tomei, John
Goodman, Mary Steenburgen,
Donny Wahlberg, and Danny
DeVito, which will be theatrically
released by Samuel Goldwyn

Films. Currently in post-
production is Everything’s Gone
Green, based on a Douglas
Coupland screenplay, directed by
Paul Fox and starring Paulo
Costanzo. 
Currently in post-production from

Matador, is Cargo starring Daniel
Bruhl and Peter Mullan. Matador’s
credits include: Ken Loach’s A
Fond Kiss; Another Life starring
Ioan Gruffudd; Mad Dogs and
Englishmen starring Elizabeth
Hurley and C. Thomas Howell;
and The Wind That Shakes The
Barley directed by Ken Loach and
starring Cillian Murphy. 
Shoreline Entertainment is
handling worldwide sales on both
Dark Corners and Voodoo
Lagoon. 

Dark Corners & Voodoo Lagoon Available From Shoreline

Ernst (Etchie) and Shahar Stroh

This publication and the unabridged version of the Product Guide 
is available online at www.thebusinessoffilm.com

                                                               



In researching what to feature as a theme, the team and I spent the
months of January to July analyzing what changes have occurred
in the last 25 years. Thousand of pages later, the conclusion was

that taking a fairly broad and intelligent generalization of the three
trace elements needed for the end product, fundamentally very little
has changed. The one truly dramatic concern currently on the lips of
the entire industry for both the independents and the majors is
Distribution. In 1993 as Hughes launched Direct TV, The Business of
Film conducted the first in-depth interview with Eddy W.
Hardenstein. In that interview I put this question to him: Is it possible
that in time the independent could control his own avenues of
distribution? Eddy W. Hardenstein said, "It is feasible that a group of
independent distributors could unite to buy one or more channels. We
are even looking at a mechanism where an independent could buy
five hours on one particular day, although costs would differ
according to the time of day. The potential grosses involved are
substantial. If we have one million subscribers, and the programmer
is staggering two hit movies every half hour, all he needs to break
even on that is for every subscriber to make one buy of a movie per
month. In addition, be it the studio or a large major or a group of
independents or even a single independent taking one channel, the
distributor will have absolute control and become the programmer."
Little has changed in the context of getting the product made. The
independent producer, whether of feature film or filmed
entertainment for television, needs financing and a good script or
great TV idea. (Sounds simple, yet every year films from both the
majors and the independents are so poorly written, constructed and
reliant on the emotional inertia of special effects that we are in real
danger of losing a core audience of intelligent film lovers.) While the
fiscal equation differs when confronting TV or feature film for
theatrical releases, those factors in the independent canvas have
remained virtually the same.

In 1992, we featured the first international co-production from
Argentine filmmaker Jorge Estrada Moras: La Amiga, an
Argentinian/German film (shot in 1989). The thriller starred Sam

Neill just before his big break in Spielberg’s Jurassic Park. Co-
production first expanded the television sector (and continues to feed
it as a financial source) before becoming a serious tool for the
theatrical sector, with the initial co-productions occurring in Canada
and Australia. Filmed Entertainment for Television has gone through
similar changes, overall greatly increasing the use of more co-
productions, and continuing to do so more than the Theatrical sector
for obvious reasons.  In the early 90’s, predicting well ahead of the
curve, in our feature headline Platforms to Media Metamorphis, which
offered a detailed view of the emerging interactive media with
Michael V. Lewis then of investment bank Intermedia, we looked at
eight new emerging and developing technologies that would change
the face of distribution, as they have and continue to so today, from the
impact of Computers and computer games to Platforms and Delivery
systems, Satellite and VOD. On film production Lewis commented:
"Everyone will have the ability to become a desktop filmmaker, and
there will be a voluminous need for content, particularly Niche

programming."  The article predicted that when the technologies all
came on stream, as is in play today and metamorphosing at an
incredible rate, with the seeds sown worldwide, the content needed
will be the domain of the independents who will have the freedom to
distribute the ultimate end game.

The unassailable FACT that remains and continues to be the
creative axis on which the entire film industry truly turns
(from writers, producers, and distributors to costumers,

production set designers, and the whole gamut of the team that
produces the product), is that the independent-thinking individual in
all sectors of society is the most valuable ASSET & Commodity that
exists. A somewhat rare combination hybrid, it knows no limits to
creativity, persistence, and determination. In reviewing our coverage
of the past 25 years, we found that ‘independent’ thinking coupled
with passion for film, has not only survived the last 25 years, but, in
spite of drawbacks, has also risen not always necessarily to the top
(wherever your concept of the top may lie) but has consistently found
new avenues and means to pursue the ‘dream.’ What is that dream?
That dream is to be completely in control of one’s destiny. Of course
it’s many more things as well, but if I reflect on my own independent
publication, which during the last 25 years has seen many ups and
downs in tandem with the ebb and flow of the independent world, my
core ‘independent’ thought was that I could never have someone else
in control of my daily life. I exist to express with freedom every
moment of my day. For all independents, contrary to ‘common
thought’ as it relates to producing films, ‘it ain’t that easy.’

Those members of the ‘independent elite’ who have
consistently survived in the independent business have all
weathered many storms of the financial, global, and economic

climate, as well as perhaps the most devastating of storm all: ‘ego.’
When I look around the industry as it stands today from 25 years ago,
a select number of individualists and companies are in the strata of
independents in which despite the multi-layered successes they have
achieved, they have never given way to the ‘ego’ factor that has
destroyed so many ‘wannabe’s’ in the past two and a half decades. In
the last 25 years, consolidation across every sector of industry has
been rampant and ravage. With the complex interchange of many
geopolitical and social ideals, global conditions, developing nations,
the cost of farming corn in Mali or Kansas, et al, the cumulative effect
is ‘supply,’ stagnation, and then demise. The major companies in film
or any other industry cannot contain the greed that not only
compromises money but ego on a worldwide gigantic scale. The ‘my
____ is bigger than your ____’ syndrome. The OAL takeover of Time
Warner was the silliest example in my view of corporate greed and
ego gone completely awry. For the feature theme of our 25th
Anniversary, on the following pages we looked for a broad base of
dramatically different companies that reflect all we felt was found in
our research. From Los Angeles to Rome, the thoughts and
observations of those featured companies all intertwine in sync, even
though each was interviewed ‘independently’ regarding their own
particular ambitions, positions, and concerns on the state of the global
industry in 2005.

T H E I N D E P E N D E N T S

The Uncommon Common Denominator
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On the
Cutting
Edge 
Ahead 
Of The
Curve 
And Here
To Stay

Elspeth Tavares: Television has changed beyond
recognition over the last 25 years, but in
spite of this, with an acknowledged
acceptance of the diversity within our
society, five or ten years ago programming
that is available on Here TV was still not
possible. Why was it possible in 2003 when
you founded it, and why is it called ‘Here’?

Paul Colichman: It’s called ‘Here’ because I
dislike names like ‘Out’ or names that
basically suggest that all of a sudden we’re
‘out.’ My point of view is that we’ve always
been here. We’re here now, and most
importantly, here is where we find
ourselves. So people can scream, yell, and
be upset, and it’s not going to make any
difference. Lesbians, homosexuals, and
transgendered people have been a part of
our society for thousands of years and will
be a part of our society for thousands more
years. We’re part of the fabric of the human
experience, and, thus, we called it ‘Here.’
The other reason is homage to the people
who came before us, which is the whole gay

rights movement, which proclaimed “we’re
here and we’re queer.” It’s homage to that
and a statement of fact.  

TBOF:Has it always been your ambition to
establish the first channel to particularly
address this audience within our society,
and why is it important that this group
within our society has a specialized
channel?

PC: My very first job in 1986 was as the first
head of Late Night for Fox Broadcasting. I
was there for the birth of the Fox Network,
and it was a very exciting experience. What
I realized from that one experience is that
you can create almost anything. Old rules
don’t always apply. When it came to
creating a gay and lesbian network, which
is something I have always wanted to do,

the question wasn’t why not five years ago,
but why now? The answer was partly, for
me, financial and partly technological. I’d
have to say technology is what really made
it possible. Up until the last year or two—
and it’s happening right now, we’re talking
of a very current subject—we were limited
by bandwidth. Bandwidth is expensive. As
television transitioned into the digital world
and we entered the digital economy as
opposed to the economy of scarcity, it
became comfortable to make available
time and space for  a gay and lesbian
community network. The digital
technology factor is going to be the
economic fact that will change all of
entertainment. It happens that the gay and
lesbian space, as a community, is always on
the cutting edge of whatever new
technology is available. We are early
adopters. As a community, we are seven to
ten times more likely to adopt a new
technology compared to our straight
counterparts, and with respect to disposable

Paul Colichman, Co-Founder & CEO Here TV

we’re part of the fabric of the

human experience and thus 

we called it Here

Paul Colichman, Co-Founder and 
Chief Executive Officer of Here TV, 
in an exclusive one-on-one interview with 
Elspeth Tavares discusses the change in
the sociologic and technological facets of
society that have dramatically changed
the atmosphere in television space where
independent niche programming and the
first gay and lesbian network, Here TV,
which he and his partner founded, has
thrived and grown in two short years.
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income, as a group we are two to three
times as wealthy as our straight
counterparts. For that reason, we generally
tend to be the first in play. At this moment,
the cable systems are at odds with the major
studio program providers because cable is
heading towards the world of digital, which
means Video on Demand. VOD in all of its
forms, VOD and SVOD, naturally compete
with home video, DVD and VHS. Combine
that with the fact that the other major
problem for major program providers is that
people are skipping commercials. Even if
they’re not fully digital yet and have VOD
and/or SVOD, they tend to have a Digital
Video Recorder (DVR) and within five
years, it is estimated that 55 million homes
will have a DVR. TIVO, Replay, and
DirecTV all make their own brands. There
could be a whole different group of homes
that have VOD and SVOD. Virtually all of
your modern cabled or satellite households
are going to have access to On Demand
programming, which means they will likely
be skipping commercials. This throws into
utter tumult the entire advertiser-supported
basic cable and broadcast model. This has
been a very profitable business for them
and they are not anxious to see it change.

Simultaneously, by being the middleman
for VOD and SVOD programming, the
cable companies see it as a gigantic profit
and want to be in the game. Major
companies like Comcast are devoting
billions of dollars to VOD and SVOD. At
this moment in time, the major cable
companies want On Demand programming,
and major program providers do not want to
give it to them, at least not in as voluminous
a way as the cables would like. So there’s
an opportunity for those of us who are in the
independent world to provide
programming. There is clearly a hunger for
digitized, On Demand programming, but
what kind of programming? How do we
market our programming to this demand?
With the digital economy, comes the death
of the blockbuster. On some level, the
blockbuster by its very nature is designed to
have a broad appeal akin to appealing to a
low common denominator. What the digital
economy tells us is that the little guys are
more valuable than the big blockbuster
guys. If you can identify a niche that has
what is called ‘a long tail’, which means if
someone likes this product, they will
probably also like product X, Y, and Z, then
you have a group you can market to. The

gay and lesbian niche is a perfect example
of that because it’s a group that has
common interests while still remaining a
diverse group. Chances are, if a member of
the community likes one program, they
might have interest in another program, and
so on. Marketing to that group then
becomes a reasonably priced activity as
opposed to trying to do very broad
marketing, which is really impossibly
priced for an independent. The fact is that
our community is willing to adopt new
technologies early, and the mainstream
broadcasters and cable stations have done a
fairly poor job of serving the community.
They have done what I term gay as
entertainment, as opposed to gay
entertainment. Gay as entertainment is
Queer Eye for the Straight Guy. It’s a show
that’s really for straight people, and yet gay
people are featured in it. For lack of a better
term, it’s Amos and Andy, gay television’s
baby steps. In my opinion, I would no more
call Queer Eye for the Straight Guy gay
programming than the networks would call
Amos and Andy black programming. I look
for programs that show us as fully
sexualized, fully functional, dynamic
members of our community. I don’t look for

shows that take away our sexuality because
it might offend an advertiser. It’s one of the
reasons Here does not have advertisers,
because I’m sure I would offend them. It’s
kind of my job. We’re of the opinion that
when people like advertisers and the
religious right ask about us, we always say
“We’re not happy till they’re not happy.” 

TBOF:As an independent company producing
niche programming, you are taking
maximum advantage of a technology that
20 years ago many thought could not fly. I
recall writing in The Business of Film at the
time that when the current climate came
about, it would be exciting times for the
independent community because it would
give them access to almost limitless
distribution. In watching your very slick
trailer, how do you decide what
programming to make that will appeal to
the community? What I found interesting is
that you have used actors who are gay or
not, which is irrelevant, but it seems to me
you have made the programming gay by
bringing in the sexuality. Looking at the
breadth of the subject matter, it seems that
is all you have really done. Is that fair?

PC: It’s not the whole story. People watch
television, movies, and videos to see

reflections of themselves. The media is
powerful. Media images are incredibly
powerful. People learn a lot about
themselves from the media.  They get much
of their self-esteem from how they compare
themselves to people in the media. It’s very
important. It’s probably hard for you to
imagine, but try to imagine growing up in a
world where no one on television was like
you. Imagine the isolation you would feel.
All of your friends see people like
themselves on TV, but you never see a
person like you. Think about that. Think
about not only the message it sends to each
and every gay and lesbian person in this
country, but also to everybody else. It’s
almost as if society says it’s okay to
marginalize these people, they’re not part of
the group. We try to make good quality
programming and entertaining shows, the
same shows that everyone else has had for
years. Detective shows, doctor shows,
dramas, comedies, discussion shows—all
the types of shows that everyone else has
always had, but we’ve never had role
models from those shows. Here TV has the
first detective show to have a gay detective,
dealing in this particular case with crimes
against the gay community. I know it’s hard
to believe, but it is absolutely earth-
shattering for us to see things that are second
nature to everybody else, that everyone else
takes for granted. Imagine being a kid who
never saw someone like himself in a horror
movie, or in a science fiction film, or an
action film, ever. It’s amazingly shocking,
when you think about it.

Dante’s Cove

so there’s an opportunity for those of us who are 
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there is clearly a hunger for digitized on demand programming
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TBOF:Sure, but how do you think as a program
provider that you adequately translate that
feeling of what a gay person feels by the
portrayal of what’s on screen?

PC: In everything we do, our goal is authenticity.
We have brought together some of the best
gay screenwriters in the world, some of the
best gay directors in the world, and some of
the best gay producers in the world. When I
say gay, I mean gay, lesbian, bisexual and
transgendered.  We make sure that we not
only represent gays and lesbians, but the
entire rainbow that is the gay and lesbian
community—people of color, people of
different religions, republicans, democrats.
Our world is a varied one with a tremendous
amount of diversity, and we pay homage to
each and every member of our community.
Some of our films are Asian films; some are
African-American films. We are focused on
everything and everyone. Again, the great
thing about being an On Demand service is
we don’t have to have one uniform service
that appeals to everyone.  Quite the contrary.
We turned out something for everyone on
the service, but, by its very nature, not
everything on the service will appeal to
everyone. There’s a little bit of something
for everybody, and we try to make sure that
within all of these commercial stories the
gay and lesbian characters and their
relationships are incredibly authentic.

TBOF:With regard to the authenticity, it appears
that the actors in your programming are all
not gay. Would it not require that the actors
be gay to complete that authenticity?

PC: That would be like saying you have to be a
murderer in order to play one on TV. We
have a lot of actors and actresses who are

gay in our pieces. These are good actors and
actresses who are playing roles. That’s what
they do. If it’s a role that we feel they can do
well, it doesn’t matter who they sleep with at
night. It matters that our audience believes
who they’re sleeping with in our piece, and
that’s acting. But we do try to have
representatives of the gay and lesbian
community in all of our films. We have a lot
of straight actors and actresses who are big
supporters of our community and whose
friends are gay, whose brothers and sisters
and cousins and parents are gays and
lesbians. You know, the gay and lesbian
community is far more than just those of us
who are directly in the community; it’s all of
our families. Keep in mind that in general
every gay and lesbian kid has straight
parents, brothers, sisters, uncles, aunts,
grandparents, friends, and teachers. We’re
part of the fabric of life. In employing our
talent across the board, we try for 50-50, and
that’s quite a dent because the present gay
and lesbian population as a whole is about
10%. So 50% is a dent, but it’s only 50%.
It’s not exclusive. The entertainment
community tries to avoid having gays and
lesbians on its crews, but we’re everywhere.
Even if one were trying to not have gays and
lesbians involved in the creative team, you
would find that they are. The majority of the
hit shows on television— Desperate
Housewives, Nip/Tuck, Six Feet Under,
some of the best shows on TV – have gays
and lesbians as their principal creative
teams. It’s also important to us at Here TV
to serve our own community.  

TBOF:One of the things that I’ve always admired
about you is your passion for proclaiming

who you are as an individual without any
qualms at all and living your life with
openness in society. I feel that America,
while it embraces diversity, cruelly shuns
its acceptability. Do you feel that
establishing Here TV is something you had
to do, perhaps as a pioneer?

PC: I think every person needs to do that in his
or her life. No matter who or what you are,
embrace it, because you’re not going to get
another you. And I think that most
unhappiness in life comes from people not
embracing who they are. The authentic life
is the only life, and that applies to straight
people, gay people, people of all religions,
people of all colors. You have to embrace
who you are. This happens to be who I am.
I could have been someone else. I’m not.  

TBOF:How soon did you realize you were
different and embraced your individuality,
and was it difficult?

PC: Oh gosh, I probably knew when I was
maybe 13. I finally embraced it when I was
16 or 17. It’s been an exciting road. Is any
road easy? It just happens to be my road.
People sometimes say to me ‘you’ve been
through so much.’ For me, this just
happened to be my road. I’ve watched
people go through all kinds of obstacles in
their life.  Everyone has challenges that are
unique to him or her. Some people get
through those challenges, and some people
don’t. This was my challenge, along with
the other challenges in life.

TBOF:But you’ve made such enormous success of
what you do, as an individual, and you’ve
always openly been who you are, where
others have failed to embrace that same
authenticity that you have added to
yourself. Why do you think that is?  

PC: I thought it was too hard to do it the other
way. (Laughter). The people I think who
really have it hard are the people who are
living their lives in hiding. To me, they
suffer. My life is relatively easy.

TBOF:Do you think it would be better for the
community if more people were honest
with themselves? There are a lot of people
in the business that we know are gay, and
yet they won’t be who they are. It can’t be
that they’re ashamed of themselves because
they are living the ‘life’. 

PC: Some people live their lives in shame. The
answer to your question is: it would be great
for each one of those people to embrace
who they are, to live their lives
authentically. As far as their work goes,
undoubtedly if you’re living a life of fear,
you’re not doing your best work; you’re not
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creatively at your peak. The closet’s a very
lonely and awful place. I feel terrible for
people who live in it. I would encourage
them for their own sense of well-being and
sense of self to get out of it as quickly as
possible.  It would be better for the
community and, more importantly, it
would be better for them. There’s not an
individual on this planet who doesn’t
benefit from embracing who they are.

TBOF:Here TV is now available to 48 million
households. Where do you take it from
here? Are there other gay and lesbian
networks?

PC: No one is doing what we’re doing. Our
model is Gay HBO. That’s a very big plate,
and we manage it with a sense of humor.
The great thing is, there’s so much
available to us right now, so much has been
untouched. All of the work that I’ve done
has been for mainstream services. We’ve
been producing for ALL of the basic cable
channels around the world. Regent is now
ten years old. Before that I had IRS Media.
For 20 years, I’ve been producing for
mainstream television channels, and I’ve
personally executive produced over 200
movies. We won an Oscar for Gods and
Monsters. We were nominated for Tom and
Viv. We had some successes, some failures,
but we’ve been servicing broadcasters for
20 years. We know this world. What we’re
doing now is the same thing we’ve been
doing for other U.S. first-class
broadcasters, but now we’re doing it for
our channel. It’s the first time that we’re
actually our buyer as well as the seller. It’s
risky and fun. When you sell off the rights
to someone else, you’ve mitigated your
risk. They pay you a license fee and you
can take that off your plate. Now when I
sell it to ourselves, which we do at arms’
length, the channel still sits with the risk.
Will the movie work on the network or

won’t it? Will the series work on the
network or won’t it? You don’t get to hand
off that risk to somebody else. It’s a step up
on the risk scale, but I will tell you, so far
it’s been a really good trade-off.

TBOF:Have most of the programs that you’ve
produced so far been successful? One can
talk about the money success, but I am
referring to the success of it actually
making an impression on your audience.

PC: I would say that, to be completely candid, I
have hit a lot of singles and doubles so far.
I haven’t hit my home run yet. Maybe I will
with Tides of War, because that one really
seemed to touch a chord in people. I think
the most moving moment was at the
Hawaii Gay and Lesbian Film Festival. We
showed Tides of War and a Navy lieutenant

stood up and came out at the screening with
tears running down his face. It obviously
touched him so deeply, and those are the
moments you live for. I will tell you some
of the emails and letters we get would rip
your heart out. We got an email from a 16
year-old Latino lesbian girl in Duluth,
Minnesota. Her mother found out that she
had kissed a girl and threw her out on the
street. The girl took some sleeping pills
that night, trying to kill herself, but she
happened to wander into a coffee house
that had HereTV playing. She watched a
documentary we broadcast called Before
Stonewall, about a black woman who was
a Playboy bunny during the 60s—a model
and a beauty who was also a lesbian, how
it had affected her life and the struggles
she’d had and how she had triumphed in
her world. This girl saw that woman, and

said, ‘if back in the early 60s this woman
could come out and have a successful
life—children, family, and a partner—I
can, too.’ And she said because of that
woman on the documentary, she decided
she was going to stay and fight. You know
what? If we can inspire people to stay here
and fight, if we can provide them with
positive media images, we can say “Listen,
you’re not alone here, and as alone as you
feel, there are others out there rooting for
you, and others who have been down that
road before you. Stay and fight. Don’t quit.
Don’t kill yourself, don’t live in the closet,
and don’t ruin your life with drugs and
alcohol.”  Do you know that among gay
and lesbian teens, the biggest epidemic
isn’t AIDS, but teen suicide? Our teenagers
have such a low sense of self-esteem. If our
programs can help them to stay here,
participate and fight, if we can do that for
people of all ages, I feel as if that alone
may be the home run. But we’d like that
commercial success, too. We’re getting
there. We are available in 48 million
homes. Subscriber-wise, we are kissing a
million, which is a nice start. Some people
buy the subscription and some people
watch it when they want to. Soon, all of our
carriers will have Here TV available as a
subscription. Right now, we’re about 50-50
as the technology catches up.

TBOF:Finally, from your viewpoint, what do you
think it is about our society that makes us
disenfranchise gay people? I’m sure it’s
many things, but what do you feel?

PC: You could ask the same question as ‘why
do we disenfranchise people of color,
why have we disenfranchised women?’ I
think anything different threatens us, as
opposed to realizing it’s our differences
that are really our strengths. Not until
our own community becomes proud of
who we are will the rest of society see us
as such. When we respect ourselves,
everyone will respect us.

Gay & Lesbians Demographics in the United States:
• Average annual household income $62,000+ (21% $100,000+)
• 15 million adult Americans over the age of 18 self-identify as gay  (7% of the total U.S.

adult population)
• 77% of gays and lesbians say they are “out” to others
• 45% report they frequently or occasionally watch premium cable networks

(vs. 37% of heterosexuals)
• Nearly half of all self-identified gays and lesbians are estimated to live in partnered

relationships
• Lesbian and gays live everywhere – in 99% of all U.S. counties
• 83% attended college
• Gays and lesbians have more discretionary income than their straight counterparts due to a

lower incidence of children/dependents and are more likely to be employed
• Gays and Lesbians are projected to spend $610 billion in 2005
• 72% of gays and lesbians prefer products that are directly advertised to the gay community
• 74% of gays and lesbians like to upgrade to a product’s latest model (vs. 68% of non-gays)
• 96% travel for business or pleasure
• 42% own a residence
• 82% own a computer Source: Witeck Combs/Harris Interactive (2000-2004)
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Third Man Out: A Donald Strachey Mystery
starring Chad Allen 
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Phillipe Mora & Jeremy Thomas

Defying The Realm
Of The Creative Senses

Award winning French-Australian Philippe
Mora who is based in Los Angeles, has earned
an unparalleled global reputation as a director,
screenwriter and producer whose body of work
stretches from acclaimed documentaries like
Brother Can You Spare A Dime to the sci-fi
classic, Communion. In 1996 he shot the first
groundbreaking feature for the Internet,
Richard III. At seventeen he started the film
magazine, Cinema Papers, in Melbourne,
Australia. To celebrate The Business of Film’s
25th Anniversary, we invited him to kick back
and chat with Richard Soames who has bonded
all his movies since 1982. (page 34) As a 
tribute to independents worldwide, we feature
Philippe Mora in our celebrations. As one of
the outstanding individuals in the business, he
embodies the ideals, passion, substance, humor,
spirituality, and intellect on which The Business
of Film is founded and continues to enjoy the
role it plays as an independent trade publication
in the complex world of this diverse and
passionate universe we call ‘the independent
film business.

It was inevitable that Philippe Mora should
end up as director, producer and screenplay
writer. His father Georges Mora co-founded

the Museum of Modern Art of Australia; his
mother, Mirka Mora, is a prominent Australian
artist; and his godfather is the mime, Marcel
Marceau.  Raised in this volcanic environ of
creativity, in 1985 Mora was one of the youngest
directors ever admitted as a member of the
Director’s Branch of the Academy of Motion
Picture Arts and Sciences. A trailblazer and early
independent filmmaker, Mora’s ability to direct a
satirical horror or action movie, a critically
acclaimed historical drama or documentary
defies the realms of the creative senses. It was
Eric Clapton who financed his first 35MM
feature, a musical entitled Trouble in Molopolis
starring Germaine Greer. Mora then worked with
Peter Sellers on a screenplay titled The Phantom
Versus the Fourth Reich for King Features
Syndicate. Entering the documentary field in
1972, Mora co-wrote The Double-Headed
Eagle, a feature study on the rise of Hitler for
producers Sandy Lieberson and David Puttnam.
He followed this by directing and co-writing
Swastika, a feature on the Nazification of
Germany in the Thirties. With its powerful anti-
Nazi message and its revelation of Eva Braun’s
16MM color home movies, Mora recently
learned the film was used in lectures at Harvard
University for many years in the Modern History
course. Swastika officially represented the U.K

at the Cannes Film Festival in 1973 and won the
Blue Ribbon Award at the American Film
Festival, Washington, D.C. Brother Can You
Spare A Dime followed. Orson Welles, who was
featured in the cinematic odyssey through the
Great Depression in the United States said: “This
is a motion picture! Whence come such another?
I was there. See this film and be there too!”
Brother Can You Spare A Dime was nominated
for a Golden Globe as Best Documentary.
Returning to Australia, Mora wrote and directed
Mad Dog Morgan, starring Dennis Hopper,
which won the John Ford Memorial Award at the

Cannes Film Festival in Cannes 1976. At the
festival, accolades and publicity surrounded the
picture, inspiring Nigel Andrews of the London
Financial Times to call the film a masterpiece
and the best Australian film of the Seventies.
Mad Dog Morgan opened in forty cinemas in
New York and became the first Australian film to
get a wide release in the United States. The
Museum of Modern Art in New York selected his
Death of A Soldier (1986)as one of the 100 most
significant Australian films of the 20th Century.
Philippe Mora went on to direct The Beast

Within for United Artists and Howling 2 and
Howling 3, two popular satires of the horror
film. Howling 3 was released on DVD in
September 2005 by MGM and sold a significant
number of units. Commenting on the current
vigorous climate for independent filmmakers,
Philippe says, “It’s a great timefor the
independents! The biggest revolution as we all
know is Digital. The process opens up the
making of movies, particularly for the actors,
because as a director you are able to get much
more performance from them because there is
less financial pressure. Compared with 35 mm, it
is relatively inexpensive, and you can do so much
more with it. My last three movies have been on
High Definition, and I love the versatility of the
medium. If the independent wants to get
distribution via the theaters, however, it’s still
very difficult. But why bother? DVD has opened
the doors to a very exciting platform, which is
multiplying at rates in knots, especially here in
the United States. My last three films have gone
straight to DVD via our distribution house, and
via companies like Image and Koch/Lorber who
are the biggest distributors of independent
product. As an independent filmmaker, I don’t
have to wait around for a major to give me the
nod and one can make more interesting films on
unusual subjects. That also applies to the group
of actors that regularly appear in the films I
direct; we all just got tired of sitting around
waiting for the phone to ring. HD has released
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freedom of expression, which enables directors,
producers and actors to experiment with edgier
themes, and with stories that the majors studio
can’t produce. The whole HD digital arena opens
up the product and accounts for the content
explosion. As the technology matures, and niche
channels expand,  the quest for niche
programming will get  even bigger because what
the population, especially the younger
population, wants to see  is not what they get
from the majors. There is a hunger out there for
non-formulaic non-genre films. There is a need to
tell interesting, even radical  stories, to
experiment with something off skew. As a
director, I often want to experiment with
something completely out of the ordinary, an
idea, for example, that sometimes does not have
a script. I have developed workshops with the
tremendous amount of acting talent that lives
within a square mile of my home, and they love
it. They love to be involved, to be working and
stretching their acting abilities. Sometimes we
get a movie out of it, and sometimes it’s put in the
archives to be re-tooled for something else. What
I love about LA is that there is an enormous
amount of talent right here on your doorstep, in
front and behind the cameras. I love shooting
films all over the world, and it’s a myth that LA
is a difficult or expensive place to shoot. Quite
the contrary. Aside from the incredible accessible
talent, the infrastructure is arguably the best in
the world. The pool of talent and resources
available as a director is fantastic. Mena Suvari

who starred in American Beauty first appeared
in Snide and Prejudice, as did Freddy
Rodriguez who appeared in Joseph’s Gift, and
became a  star of Six Feet Under. Over the last
few decades, the independent film community
has always been the place that showcased the
future talent and took the creative risk. You can’t
stop the independents from wanting to get their
films across. It’s that passion that drives the
creativity, which is the essential element driving
this whole business from independent to the
major product. The bedrock of this business has
always being the independents: historically
actors like Kirk Douglas, for example, who hired
Stanley Kubrick to direct Spartacus. That was
very unusual in those days. The people who run
the studios seem to have very little sense of
movie history, and consequently the general
standard of movies is inferior to what I believe
the public genuinely wants to see given the
opportunity. To say the major studios are
difficult, perhaps impossible to deal with, is
almost beyond a cliché. Interestingly, the studios

keep encroaching on independent territory by
establishing pseudo-independent departments
like,for example, Warner Independent. What, I
ask you, is ‘independent’ about a studio backed by
Time Warner? There is so much talent fermenting

in the independent world, that the major studios
are continually co-opting them for independent
domain. It means that the independents have to
dig still further, and still we are always at the
cutting edge. The bottom line is nothing
compared to seeing a movie with an audience.
Due to the technology, independents have many
more doors open to them for distribution. I created
and directed the first feature film for the internet,
but it was too ahead of the curve. Only NASA
could download it in 1995! How does it feel to be
living and working in Hollywood? It’s great, it
does not get any better than memories such as
when I was about to direct The Beast Within for
United Artists, and I prepared a duck dinner for
King Vidor, a founder of the DGA.” (The Mora
family also comes from a line of restaurateurs and
Philippe is quite a respectable cook.) I asked him
what advice  he could give me as a director, and
he said, “Never cast an actress who is sleeping
with the producer. Hollywood is Rome and all
roads lead to Rome. It’s called Showbusiness, and
I am the ‘show’ part.” 

Philippe Mora recently  completed the
mockumentary, According To Occam’s
Razor (Elite Entertainment). He is in post

production on a film about Gertrude Stein. He
has been signed to direct The White Hotel by
producer/writer Susan Potter, based on the
celebrated novel by D.M Thomas. He is also
currently completing a documentary on the 60s,
The Times Ain’t A-Changin’ and is in
production on a feature film about the possession
of the Pope, The Vatican Tapes. He is currently
preparing his scripts When We Were Modern
and Dali for production. As well as his film
making activities Mora has lectured  on
filmmaking at the New York School, Columbia
and UCLA and at other forums in Australia and
the Czech Republic. He is a member of the
Academy, the Director’s Guild of America, and
the Australian Film Director’s Association. He is
a founding member of the Australian new wave
of film directors including Bruce Beresford, Fred
Schepsi and Peter Weir. Philippe Mora and his
wife Pamela, a production  designer celebrated
25 years of marriage in October 2005. They have
three children  Madeleine  Georges and Dominic. 

Filmography  (Partial)
Philippe Mora has some 30 films to his credit including the
true World War II saga, Death of a Soldier, starring James
Coburn; The Return of Captain Invincible starring Alan
Arkin and Christopher Lee; A Breed Apart, starring Rutger
Hauer and Kathleen Turner; Art Deco Detective Back in
Business (Columbia-Tristar), starring Brian Bosworth’
Precious Find (Republic), starring Rutger Hauer and Joan
Chen; Snide and Prejudice, starring Angus MacFadyen and
Rene Auberjonois; Thick and Thin (Buena Vista), starring
Robert Townsend; Joseph’s Gift (1998) a modern version of
the Old Testament story; and Burning Down The House
(1998) starring John Savage.

there is a need to tell interesting even radical stories 

to experiment with something off skew

Phillipe Mora, Jeremy Thomas & David Blake, then head of Cinema Shares NY,
the company that distributed Mad Dog Morgan in the U.S.
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The Eighties Trend
Martial Arts Is Back & Kicking 

Bushido Films LLC is one of the latest independent companies recently established to capitalize on the growing demand for niche independent
product from buyers around the world. During a shoot in a downtown Los Angeles warehouse, The Business of Film visited the set of Honor
and talked to the partners of the new entity and David Worth director. 

Art Birzneck Britta Ziegert Patrick Kligel & Austin Moody on location in Los Angeles on Honor

Los Angeles, the movie manufacturing
capital of the world, is brimming over
with talented young entrepreneurs who

are frustrated with the lack of ability to break
into the film business and catch an opportunity
to control their own destiny. Art Birzneck,
stymied by the lack of decision making in the
choice of projects that he knew international
buyers wanted, established Birch Tree
Entertainment in 2003.
Patrick Kligel and Austin Moody, who met in
college, are partners in a Las Vegas based
production house that provides production

services and equipment through their
companies Jibtek, Oog Oog Productions and
Hologram Entertainment. They too were
frustrated with their attempt to break into the
feature film business with projects they
passionately wanted to produce themselves. 
A chance meeting at an ATM machine in Las
Vegas resulted in the two entities forming a
partnership with a fierce determination to do it
their way. Art Birzneck says, “We called our
company Bushido Films, which is a Japanese
word that means ‘way of the warrior.’ It’s a
Samurai term, and we feel it’s indicative of not
only the martial arts films we are producing but
also our philosophy.
Austin Moody continued: “Our plan for the
present time is to focus purely on martial arts

films. Patrick and I have always had dreams of
doing our own personal Citizen Kane like any
other producer or director in this business. Art
and we are based in Las Vegas where we ran
into each other and became friends before
entering into this relationship. Initially, when
Patrick and I were trying to get our projects off
the ground, we were making and contributing to
film on spec, and we had a good group of
friends and Las Vegas crew who worked with
us for little to no money to chase that dream.
Whenever we made phone calls to sales
companies and buyers, over and over again we
got the door slammed in our face. When we
connected with Art, who already had those
doors open, it was an easy fit for all of us to
come together.” Patrick Kligel added: “It was
actually a freak meeting.  I was at the ATM, and
I turned around and saw Art’s wife who was
wearing a Cannes Film Festival t-shirt. So I said,
“Have you been there?’ and it just took off from
there. We started talking, and as a distributor Art
knows what the market is looking for. So it
worked for all of us. Austin and I solely produce
and Art filled the distributing niche. It was a good
fit.” 
On its individual independent level, Bushido
would be high on any independent distributor’s
wish list to control and deliver production
quality at the right financial ratio comprised of a
well established production company with the
right resources backed by production executives
who have produced numerous commercials,
shorts, music videos and a reality show with
credits including production services to The
Contender (NBC), MTV, Sports Illustrated,
Snoop Dogg, ESPN, and the Ultimate Fighting

Championship. 
Bushido’s first feature film production, Honor,
is based on the classic Martial Arts and stars ten
of the leading champions in the world. The sport
has an international following as well as the
genre’s fans. Birzneck had no problem with pre
sales to get the project going. Like most
independent projects, it started out with a simple
idea and a simple script, and built as the word of
mouth got out on the project, not only among the

World competing champions fighters themselves
but also with ‘talent’ in the industry who were
keen to work on a project of that kind. Birzneck
’s overseas connection brought on board Remy
Bonjasky and presales, which enabled Austin
Moody to find the rest of the budget. Moody
said, “Three months ago, it was just an idea
and our dream. Once we had the first three
fighters, we brought our stunt coordinator,
Peter Malota, onboard, and Peter went out and
found us ten other fighters. When we looked
up at our casting board, it was apparent that
we’ve got ten to fifteen of the top fighters in
the world.” The company plans to lock down
long term deals with Martial Arts Champions
to ensure a steady flow of the product
franchise to meet the buyers’ needs. As the
market catches up on the trend and the flow of
Martial arts films looks to be in danger of
flooding the market, Bushido will move on to
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also garners constant demand. The balance of
financing for the film came via Moody’s father
who invented and patented a gaming slot
machine and sold it to International Gaming
Technologies (IGT). Austin Moody said: “As
people saw who were coming onboard to be
involved in Honor, we had people approaching
us with the financing but they were always a
week or a day away, and wanted to take as much
as 50% of the project. Remy had a fight in Japan
next month and we had to get it done. At that
point Art was able to secure pre sales, and I felt
confident that we could make the money back.
My dad, who has his fingers in a lot of pies,
basically said, ‘Why mess around? I will back
the movie.’ Patrick and I have always done it on
our own, and we were a little hesitant because
we want to do things on our own and surpass our
parents, but it just made sense.  When I first met
Patrick, we were sitting around talking about our
delusions of grandeur and about how excited it

would be to venture off into the film industry
after college. We were just two young college
students talking about getting into the movies
and here we are.” Patrick Kligel  added, “Every
day that I wake up and go to work, I still have
those delusions of grandeur. But I feel as if my
dreams are coming true, and aside from that,
this is so much fun. Why would you call this
work? Why would you want to do anything
other than this?” 
Bushido is the new kid on the block, full of
independent energy and creativity, and they are
approaching the business of producing and
distributing feature films based their already
established mandate of building a team.  Austin
Moody and Patrick Kligel and their production
company have a core of writers, producers and
editors that they work with constantly. David
Worth a core of actors and below-the-line talent,
Art Birzneck has a group of committed
independent buyers worldwide who are waiting for
delivery of a series of well-produced Martial arts
films for eager fans in the international
marketplace. They are aware that they are on the
cutting edge of an independents revival such as
that which was last seen in the 80s, and they are
determined to take full advantage of the new wave. 
The Business of Film spoke briefly to Honor
director, David Worth between set-ups on
the set in downtown L.A.

David Worth commented: “It’s time for another
wave of martial arts films, and I feel I have a
new perspective. I feel that we can make
something very edgy, very exciting, very
extreme, and really quite a bold film for the new
millennium. When Art approached me, he said,
‘We want to do a series of these films. We would
like to start a franchise.’And I said, ‘If you look
up ‘franchise’ in the dictionary, Art, my picture’s
there.’ So I said, ‘Definitely. I’ve done these
films all over the world, and I would love to be
associated with you. Let me come onboard.’ It’s a
very small film, but it’s not small in heart, it’s not
small in the people who are involved, and it’s not
small in creativity. We feel we can make a very
bold statement with this project and that it will do
well in the marketplace. It’s the new extreme
hardcore martial arts film of the new millennium.
We have champions from Japan and
Champions from Europe; we have the Gracie
family from South America; we have excellent

actors like Russell Wong and Jason Barry; and
we also have the WWE represented, the World
Wrestling Entertainment, with Roddy Piper.
It’s a very international cast. We have
Canadians, Koreans, Japanese, Europeans, and
Chinese and I just think it’s a real American
made, contemporary LA-based martial arts
film. All the actors are excited about this new
venture, both actors who are in the film and
actors who couldn’t be in it because they had
other commitments but who are fans of martial
arts, and who have worked with me before. All
have said, ‘We want to be involved; we want
to do the next one.’ So I feel that it’s the right
time and it was the right thing to make a
commitment to. Art and I met a few weeks
ago and liked each other. Then, I met the
other producers, everyone agreed to agree,
and here we are making the movie. Honor
has a very strong story. It’s about two boys
who approximately 10-15 years ago were
both in trouble with the law. One of them
ended up shooting a policeman and going to
jail for it, and the other one went into the
army. Now years later, we find that the one
boy has become a criminal kingpin in the
town and is dealing in drugs and extortion,
and the other is just back from serving his
country, having gone to war and served as a
special forces soldier for the last dozen years.

Through a series of circumstances, they meet
up and, since they were very close friends
years ago, the fellow who’s the criminal wants
his old pal to work for him, to fight for him,
and the army fellow doesn’t want to do it. The
corrupt guy tries to draw the honest guy in by

threatening his family, threatening his friends,
beating up on a female police officer who is
his friend, and tearing up the bar of Roddy
Piper who is the army guy’s friend. Finally,
the army guy gets involved, and he kicks a lot
of ass.” JM/ET

TH E BU S H I D O TE A M

Art Birzneck 
Executive Producer and President & CEO of Birch Tree
Entertainment, Birzneck has overseen the acquisition,
financing, production, and distribution of over twenty film
projects including The Ultimate Fight and Frozen Land. He
has extensive knowledge of the feature film industry as well
as a diverse business background including import/export
of consumer goods, software/hardware development, and a
strong knowledge base of US public markets. Birzneck
oversees all financing and distribution activities of Bushido
Films‚ as well as the slate of  films.

Patrick Kligel 
Patrick Kligel has been involved in many aspects of the
film, television and music video industry since 1996.
Patrick brings his vast production knowledge and expertise
to all of Bushido’s productions. Kligel has worked as a
Director of Photography and Camera Operator and has
expanded into all aspects of production. Together with
partner Austin Moody, he provides production services and
equipment for numerous productions through their
companies Jibtek, Oog Oog Productions and Hologram
Entertainment.  His client list includes American Idol (Fox),
The Contender (NBC), MTV, Sports Illustrated, Snoop
Dogg, ESPN, and the Ultimate Fighting Championship.

Austin Moody 
Austin Moody has been involved in the film, television and
music video industry since 1998. Austin brings this
knowledge of managing businesses to all Bushido Films
productions. Together with partner Patrick Kligel, he
provides production services and equipment for numerous
productions through their companies Jibtek, Oog Oog
Productions and Hologram Entertainment. His client list
includes American Idol (Fox), The Contender (NBC), MTV,
Sports Illustrated, Snoop Dogg, ESPN, and the Ultimate
Fighting Championship. Austin has also been involved in
the development and financing of various projects in the
gaming industry. 

Britta Ziegert 
Britta Ziegert has been active in the motion picture industry
since 1995. Britta oversees all Development activities of
Bushido Films. She was formerly CFO and CEO of five
independent German film funds, which produced and co-
produced such films as the three-Oscar-nominated drama
Quills by Philip Kaufman and Undisputed by Walter Hill
with Wesley Snipes. Britta joined Birch Tree Entertainment
in 2003 and currently holds the position of Vice President of
Development and Sales. 

why would you call this work

why would you want to do

anything other than this

it’s a very small film, but it’s not small in heart

it’s not small in the people who are involved

and it’s not small in creativity
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Iain Muspratt, Chairman HEC

Home Entertainment Corporation headed
by chairman Iain Muspratt was
established in 1985 by Muspratt, Diane

Gardner and Geoffrey Hopkins, via a management
buy-out from The Guild Organization Limited in
the mid 80s, with the objective of exploiting the
video rental market. With growth figures of £0.68
million in 1985 to £140 million in 2005, it is now
the second largest video and DVD rental business
in UK, but the majority of its turnover now comes
from sales which accounted for 65% of total sales
revenue in 2005.
Since its flotation (2001) on the Aim market in the
UK, the company has responded to the shifts in the
home entertainment market and invested in a
number of revenue streams that saw its sales
increase, up 68% on the previous four years.
Simultaneously in tune with the global demand
from consumers for an array of entertainment and
ease of accessibility to product, in August 2005
HEC introduced a TV shopping channel to its
Choices Direct brand, a mail order company
introduced in 1991 (ChoicesUK) that sells DVDs,
videos, audio books and games via traditional
marketing tools and the Internet. ChoicesUK TV,

the new TV shopping channel, which launched in
August 2005, broadcasts 24/7 on Sky 697,
switching to 670 in late November. As anticipated,
there are signs that it is benefiting sales in
ChoicesUK stores.
For the first time, at the annual general meeting in
late September, the ugly head of filmed
entertainment piracy and the vigor with which it is
affecting the bottom line of legitimate corporate
companies was an aspect on the agenda to
shareholders. Iain Muspratt commented: “HEC is
a sales-driven organization and is no longer the
predominantly rental business it was. The
introduction of the DVD format and the growth in
our games business have resulted in a long-term
growth in sales, and this trend will continue to be
reflected in our revenue mix. The number of our
stores has increased from 172 to 225, and we have

increased the average store size whilst continuing
to expand our product range that now includes
music. We have invested heavily, successfully
implementing a new EPOS system throughout the
business and combining the operations at
Peterborough at a single location.  Having
established a solid foundation for growth, the
management team is now taking HEC into the next
phase of development.
Muspratt continued: “A key element of our
strategy for the future is to have a single brand
across all activities, which will put the company at
the forefront of the UK’s home entertainment
retail and distribution market. Earlier this year, we
decided to focus on the ChoicesUK brand and we
are now making good progress with re-branding
the group. During a period of substantial progress
and change, the company has faced a number of
major challenges, the most important being piracy
which is plaguing the entire home entertainment
industry worldwide. The negative impact of piracy
on all our activities cannot be understated and the
lack of urgency in the response of the authorities is
a cause of continuing frustration to everyone in
our industry. Industry-wide initiatives to counter
piracy are increasing with Trading Standards
Officers and Police at last beginning to enforce the
law. Although these measures are starting to have
some effect against organized crime, the problem
remains serious and continues to affect our
business and that of others, including cinemas.”
Since the early 80s at the onset of the video
ancillary market, copyright owners and
distributors of filmed entertainment have called
for tougher measures to combat piracy. Globally,
film piracy is estimated to cost the major studios
US $3 billion net to them.  In 2004 in the UK alone
the figure was estimated at half a billion pounds
sterling at retail level and likely to increase to
£750 million this year. The proliferation of
technology and the growth of particularly DVD
now make it extraordinarily easy for pirates to
‘steal’ filmed entertainment. Over the past months
there has been some coverage by the media with
respect to the convictions in the UK. Iain Muspratt
explained: “The extent of piracy is not sufficiently
appreciated at many levels within the film
industry. In the UK it’s a huge problem. Initially, it
affected rental more than sell thru. But it’s
beginning to be clear from the sales figures of
recent releases that the sell-thru markets are being

seriously affected as well.  Obviously, we need to
see what happens in the period up to Christmas,
but the releases that have been made in recent
months sold about half their sales expectation and
that is a very serious problem indeed. One of the
biggest problems is that the quality of DVD has
improved tremendously. As an example, for ten
(10) pounds sterling I purchased three brand new
releases in July in a small resort in the East of
England. One of the titles was Madagascar,
which was available the morning of the day it
premiered in the UK. The quality was perfect. In
another instance in Eastern England one of our

staff has personally seized bags of pirate DVDs
transported from London by illegal immigrants,
and that represented 9,000 pirated DVDs, they
were attempting to sell in a town with a population
of 14,000 people. Whilst the law in the UK is quite
severe, there is insufficient prosecution. Our
industry body is working valiantly to stem an ever
increasing flood, which in my opinion threatens
the whole of the video industry’s future in the
UK.” Muspratt estimates that there are two and a
quarter million copies of Star Wars 3 in the
market, and two million of War of the Worlds.
Predominately, the manufacturing source of
pirated DVDs is primarily Russia, China, and
Taiwan and Indonesia. Damagingly, it appears that
the source of the material for main titles, either
time codes or film prints from masters, is
originating from the United States and they are
available day and date. It’s estimated that a major
title is available 48 hours after its first screening,
and that holds true for minor titles as well when
the pirate organizations are able to get their hands
on time codes. 

If at present pirated copies can revenue 50% of
what a legitimate distributor can hope to
recoup, is the problem out of control? Or are

there steps that can begin to contain the problem
over the long term? Muspratt responded: “I think
as an industry, speaking of the situation in the UK,
what needs to be done is to increase the

the negative impact of piracy 

on all our activities 

cannot be understated

either time codes or film prints 

from masters is originating 

from the United States

In an exclusive interview Iain Muspratt Chairman of UK based Home Entertainment
Corporation talks to The Business of Film about the problems of piracy in the UK and the
urgent measures that are needed to combat the problem which in the UK alone is estimated at
retail level to be worth 750 million sterling in 2005. 

Filmed Entertainment
An Industry Under Attack
A Home Defense Policy 
Is Urgently Needed
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enforcement 100-fold, and start moving towards a
process of regulation for companies that
legitimately sell pre-recorded DVD, so that those
companies that are illegitimate can be more easily
identified. There are several industry bodies, such
as the Video Standards Council, that could perhaps
issue a ‘license’ (or indeed a register), but that is
for the industry to decide. Most of the
‘distributors’ who sell pirated videos operate in
casual markets and are illegal immigrants, and if
those people applied for a ‘license’ it would be
easy to refuse, because in many cases they would
not have the necessary documentation. It would be
equally easy to monitor those who did have the

‘license’ to make sure that they obeyed the rules.
There needs to be acceleration in enforcement by
agencies, such as the Police, and training standards
officers. They in turn need backup and help from
the industry and the industry body, F.A.C.T.
(Federation Against Copyright Theft), that already
does a superb job. Although F.A.C.T. has recently
been granted additional resources, more is needed
to tackle the size of the problem in the UK
The three-cornered global economy sees us living
in a macro-micro sociological, geographical,
political, and economic dynamic. This dynamic
applied to the UK and its problem of piracy of
filmed entertainment raises several issues, three of
which are directly and indirectly interconnected:
directly, the issue of taxes paid to the Government
Treasury to be re-distributed; indirectly, the issue
of production that is a no longer finding a home in
the UK (revenue from pirated copies takes away
from legitimate distributors’ ability to fund
productions via distribution guarantees that are
essential to get productions up and running); and
directly, the pressing issue of illegal immigrants
and organized crime. One wonders whether the
Government of the UK appreciates the
interrelation of the problem at all its levels. The
consensus appears to be that whilst the
Government supports the principle of eradicating
pirated filmed entertainment, it does very little to
ensure that the principle translates to effective
action on all fronts.
HEC is just one of a handful of major companies
in the UK which are directly in a position to help
the flow of independent product, whilst it acquires
product from the majors. The Mosaic brand was
specifically established to support and acquire
independent product that fits into its Choice
program to reach and satisfy a segment of its wide
consumer base. Citing a specific example of the
problem’s extent, Iain Muspratt recounted:  “We
licensed a title from an independent producer (for
whom we have the highest regard) at the recent
Cannes Film Festival, and although we have not
yet released the title in the UK, a member of our

staff was able to purchase a pirate copy in July in
a town with a population of 4000 people. That’s
the extent of piracy. Therefore, as an organization,
we now consider the value of the rights in video
terms to be substantially diminished. I cannot
stress how serious a problem it is.”
Would day and date on the big titles solve the
problem? Muspratt continued: “The huge
advantage the pirates have on the very big titles is
that they are able to release it before anyone else
can do so legitimately. Clearly, at the very least,
reducing that advantage would be a great help. I
think a window of effectively six or seven months
is far too long. The windows have to be

substantially reduced, and I stress substantially.
Our business can no longer be regarded as one that
is the gifting market only in the fourth quarter. A
big tile that is released in the UK in May should,
in my opinion, be available in video no later than
July. One can’t have a hard and fast rule because it
may vary from title to title, but generally, in my
opinion, that is what should now happen.”

The question of piracy and pirated filmed
entertainment has been a big problem for
the industry since the 80s and 90s. A look

back over the 25 years of reporting on the industry
sees many initiatives by different organizations all
over the world. There has been lot of dialogue and
clearly not enough action. So what makes the
problem endemic now? Muspratt responded: “In
the 80s and 90s to some extent the problem was
contained, but DVD has become a valuable
opportunity for organized crime. To be frank, VHS
piracy was not. With a container full of new DVD
titles one can earn more money than a lorry full of
cocaine, because not everyone is a drug addict but
practically every household has a DVD. So the
market opportunity for organized crime is that
much greater. We need to act and we need to act
fast. It affects every aspect of our business, and it’s
already affecting the cinemas. We, as a
commercial enterprise, are already involved in
every aspect of the distribution chain, and we will
continue in that direction as different technology
platforms arise here in the UK. However, I think
we can point to the history of the screen
entertainment, which demonstrates that each time
a new technology or new method of distribution
becomes available, the overall market expands to
embrace it. Video was going to be the death-knell
of the cinema; pay and free TV were going to be
the death-knell of broadcasting. It has not been the
case, because one speaks of an industry that is
served by legitimate companies in a legitimate
way. Where we are today is an industry under
attack from illegitimate sources, and we have to
defend ourselves. If you were a bank, or the
Federal Reserve, and someone else was printing

30% of the greenbacks in the United States, would
it not have a dramatic effect on the economy of the
United States? That is what is happening to our
business. Basically, we are sitting around watching
it. To solve the problem, we need more
enforcement, more agencies working within the
industry. We need more funds, and we need to put
more pressure on the Government.”

In putting the problem into frame, there appears
to be a story of indeterminate origin of truth of
fact circulating around the industry, but it

illustrates the problem accurately. Concerning
Michael Eisner and the apparent sales of pirated
copies of Disney programming on oilrigs owned
by a Major Oil Company, Chairman Eisner got on
the telephone to Chairman ‘Oil’. The Oil chairman
said, “Well, honestly, there are not that many
people involved, and does it really matter to an
organization such as yours?” Eisner responded  (or
so the story goes), “No, no, quite right. I
understand there are only a few people involved.
So it’s OK for all my employees to fill up for free
at your gas stations tonight, right?” Muspratt
continued: “That’s the crux of the matter. You
don’t go into a gas station and steal gas, or go into
a grocer or jewelry shop and take the goods. What
is happening is that our possessions—filmed
entertainment—are/is being stolen from under our
noses. We need to do much more at all levels of the
industry.”
Are there lessons to be learned from the
experiences of the record industry analogy in
relation to technology and ultimately free access to
music? Iain Muspratt responded: “The record
industry is not a comparable model (although pro-
rata it has successfully undertaken more
litigation). The physical cost of producing an
audio is miniscule compared with a feature film. If
Elton John makes an album, setting aside the all-
important element of his talent, the production
cost compared to producing a feature film or
television programming, is not very much. I
believe the solution to the problem calls for a
concerted orchestrated effort and movement by all
aspects of the industry, and the first step is for all
sectors of the worldwide community to grasp the
magnitude of the problem. In my view, in the
United States it should be something at the top of
the pile on the desks of the Presidents of all the
major studios. It’s largely their property, and they
need to comprehend how serious the problem is.
Once they have understood the problem,
companies like ourselves in each territory need to
be involved to determine a rapid course of action.”
Muspratt concluded: “Much has happened in the
UK with those companies who are members of our
F.A.C.T and the recently established Industry
Trust for IP Awareness, but the issue needs more
financial resources to fight it. In the UK, the main
present objective is to make the British
Government aware of the problem, because at the
moment the Government does not seem to be
grasping the full extent and rippling effect of
either the damage it is wreaking on the economy
nor the intertwined problematic issue of illegal
immigrants and organised crime.”
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“When I entered the industry in
1970, a seminal event had just
occurred. Love Story was in

the cinemas, and it changed the modern
blockbuster. It had no stars. It was driven by a
popular book, and it changed forever the way
the public went to the movies. Since then,
exhibition has changed from the stand-alone
hardtop system to the multiplexes that we now
have. That period ushered in the beginnings of
the Spielberg/Lucas dynasties, Scorcese, and
all those great movies that came from the
English wave. As I look back over 35 years, it
seems we’ve arrived at the end of that period,
and we should now be looking at new ideas for
the next revolution, more specifically digital
exhibition, one-window distribution, and
streamlined production.

One of the biggest holdbacks we’ve ever
experienced in the business is 35mm projection
which could have been eradicated 5 years ago if
the industry was willing to do it. There was
always the ‘who pays for it?’ rivalry.
Distribution said, ‘Well, exhibition should pay
for it, it’s your theatres,’ and exhibition would
take the position, ‘No, distribution is going to
save money on prints.’ So we had a stalemate.
Then came the technological stalemate where
various companies couldn’t agree on the
standard. I often thought what if a third party
had come to the table with outside money from
Wall Street and financed it (the switch) on a
lease-back basis, which I understand is being
floated again today. The digital issue would
have been solved.
The exhibition industry needs to take a leaf
from other industries, such as the airlines. I
don’t advocate having a frequent flyer program;
that’s counterproductive and would be very

costly to administer. But I certainly would like
to see the maximization of shows based on
availability and demand. For example, in the
airline business, before you push back on an
airplane, you get as many people in the seats as
possible. That can happen with digital. Under
the current platter system, if you sell out a show
at 7:30 for an 8:00 show, you cannot switch
theatres in time to add more seats. With the
platter system, it takes almost an hour to change
a two-hour film that weighs about 40 kilos. It’s
bulky, it wears out, it’s labor intensive, and
there’s far too much handling. The innovation
of digital would have an amazing effect. The
result is that if theatres had no more than seven
people in a 90-seater, you can mouse-click over
into another theatre for the extra capacity and
refund those seven tickets. No theatre should

turn away business, and digital gives you the
ability to increase capacity or lower capacity
depending on front office demand. Further
adapting to front office needs is the ‘several
tier’ system where you would have certain price
levels at certain times prior to the show. For
example, if a patron comes right before the
open, maybe it’s a reduced price, like a standby
ticket, because, again, you don’t want to turn
any customer away. There are many things to
think about, but this industry is notoriously
slow to innovate.  China has already started.
They’re not converting from 35 mm; they are
going right into the digital age and will be
farther advanced than everyone else. 
When it comes to distribution, I’m a total
subscriber of the one-window concept.
Windows were artificially created as revenue
streams starting in theatrical, going to video
and then to TV. What I would like to see is only
one window and have it determined by price

Complete Compression 
Of The Windows
A Pressing Necessity
For The Industry 

In an exclusive interview about the movie

industry, Tom Gray, now President and CEO

of Imagi Animation Studios’ Los Angeles

office, shares his insight into distribution/

exhibition and the studio system. He gives

his opinion on the issues and the lack of

action in response to technological advances,

and reasons why he believes one-window is

the model the industry needs to adapt.

With almost 35 years of experience in the

film industry, Tom Gray has culled

experience on every major continent. He has

worked on all sides of the business including

distribution, marketing, accounting,

production, and writing. Now he is

embarking on another ambitious journey, 

the creation of a new animation powerhouse

named Imagi. After joining Imagi earlier 

this year, Gray has secured deals to animate

the cult franchise "Highlander," with

Japanese auteur Yoshiaki Kawajiri (Vampire

Hunter D: Bloodlust), as well as an all new

animated CGI feature film of Teenage

Mutant Ninja Turtles.

Thomas K. Gray
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point so it’s a commodity, like the sale of any
retail item. Department stores have one price
and Wal-Mart another, but it’s the same
product. Why does film have to be different?
The internet and mobile telepathy are at a point
where there shouldn’t be any windows. I would
like to see you open a movie and bam! it goes
everywhere, and the consumers will pay
according to how they want to receive it.
There’s a certain segment that will go only to
theatres, and maybe exhibition and distributors
have to get together to lower the terms because

there’s less market than there might have been
before, even though the overall audience is
bigger. The advertising will be spread over
many other media, so I think it’s totally fair to
say to an exhibitor, ‘where I was getting 90-10
deals with 70% floors, maybe you’ll get 50%
the opening weeks.’ There is a better chance of
having a better theatrical experience because
there’s more competition, and with lower
terms profits can then be put back into theatres
to keep them upgraded. Maybe we have too
many theatres now, and the one window
concept will certainly reduce inefficient
theatres. Films are the only entertainment I
know of that makes its customer wait until it’s
ready to serve up the product, making piracy
an issue and creates public apathy. It’s a very
time-sensitive society. People everywhere
know what’s going on in America today,
because they can access the internet. 

One of the aspects of technology that will
be huge is Video on Demand through
High Definition, because there’s a

generation out here that spent substantial
money decking out their home entertainment
theatres. If you’re getting $8 in the theatre, sell
the movie to homes for $12. This creates more
turnover, because those people are not going to
go to the theatre under any circumstances, and
they’re not going to wait three or four months to
rent it. The cost of going to the movies,
babysitters, parking, and popcorn will
eventually keep eroding going to the cinema for
the theatrical experience. So capitalize on the
ad dollar. It makes a better business model if
everything happens at once. There are many
logistics that need to be worked out, but I think
that eventually there will only be one window,
and I would really love to see it revolutionize
this business in the next five to six years. 
Moreover, society has become one of instant

gratification. You can get anything instantly
over the web, news 24/7, whenever you want it.
With the mobile, wherever you are, you can be
in touch. This is truly the revolution, not the
fact that you’re going to a movie theatre, and
you’re going to see it in digital, but access when
people want it, where they want it. After a
certain period of time, people may say ‘it hurts
my eyes to watch it on a mobile phone.’ All
innovations have taken time to bed in. There are
movies that lend themselves to be worldwide
one-shots such as ‘Star Wars.’ With smaller
movies, they can have a shorter window or who
says they even have to go to a theatre? You can
download them via a subscriber base system
where you get it right into your home. Video On
Demand should be instantaneous, day-and-date.
When you’re spending that kind of money
launching in America and it’s only for
theatrical, it’s a little stupid when there are
consumers who would love to download it.
The ‘cost’ of money is accelerating to make
films. When you look at the interest alone on
$150 million budget, it takes three years to get
that money culled back. That’s a hell of a lot of
interest money that we’re losing. If we did it all
in one shot, we would recoup the budget in a
few months.  We wouldn’t have to spend as
much money on advertising overall, because
you’re not going through several windows
foreign and domestic where you have to restart
the campaign for each window. People will talk
about it, and a worldwide phenomenon will
occur, instead of the segregation of American
and Foreign. Let’s treat the world as a global
place. Maybe there are climatic or hemispheric
reasons, but overall, hey, that guy having his
barbie in the summer versus here in the winter,
he’ll just watch it outside.

To recap, we should be heading for the
complete compression of windows
coupled with a small differential in

pricing. Don’t penalize the guy who invested
thousands of dollars in his home entertainment,
because you just bought a new customer. Get
him into the habit so he sees it at home day-and-
date, and I think we’ll have more money
quicker, less piracy, and a better amortization of
the ad campaign, which is critical. 
I thought about these issues years and years ago,
but this business is just so slow. Look how long
it took to react to television. Let’s pick a date,
and let’s start testing. I think that complete

compression will most likely start overseas,
because the U.S. is so dominated by the big
studios, and they are dragging their collective
feet.
I think we also need to look at the way we
release movies here in the United States. I have
never been in favor of the release system where
Memorial Day starts the Summer season and
Halloween (Oct 31) starts the Fall-Christmas
season. To me, there’s no such thing as a bad
playing time. I would rather have the only game
in town than the best playing time with a lot of
pictures competing for attention. I would like to
see a more even spread across the year so there
is no summer playing time. New Line Cinema
pioneered a different approach with ‘Teenage
Mutant Ninja Turtles,’ a kid’s picture on non-
school holiday playing time, March 30th into

Easter, which was brilliant. I think if you start to
slowly build other times, you’re going to get
many more films through the pipeline, and they
will do better at the box office.
The U.S. public has come to know that from
May 2 through July 15, it’s big tent-pole
pictures, and that from July 15th onward, it’s
probably not very good with some anomalies
like ‘The Wedding Crashers.’ Then, pre-Labor
Day, a fatigue sets in as the kids are going
back to school, and you’ve got to start up
again in late September with the new pictures.
That’s just too many pictures chasing too
small a time frame.

Maybe if there is just one window,
who’s to say that I have to release my
film theatrical?  I can just go right to

the internet and download it. The irony is that
maybe it becomes huge and gets a new life in
theatrical. The technology creates cults like the
now famous Blair Witch campaign, which was
over the internet. If you have one window it’s
not going to kill the business. I think it’s going
to make it bigger.
However, when you look at the product line-
ups, the studios have been in the mindset that
they want to play safe. They go into the vaults
and select a Starsky and Hutch or Dukes of
Hazzard and make the movie. Basically, it tells
the audience that we’re not creative and that
movies are no big thing anymore. It’s just
glorified television. Part of the collective
problem is that everybody knows that the
people at the studios are holding onto their jobs

but it’s the same product

why does film have to be different

and it’s only for theatrical

it’s a little stupid when 

there are consumers who 

would love to download it

capitalize on the ad dollar

it makes a better business model

if everything happens at once
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for dear life. People are terrified to put their
necks out. Everybody’s playing it safe, and
this is why we have these bloated remakes.
Let’s just make the next comic book, get a
game, get a franchise, and get the
merchandising. How many dolls you’re going
to sell or how many plush toys are going to
come with the package isn’t the way you
should be making entertainment. It’s part of
the equation but it shouldn’t be driving it, and
a lot of movies are made only for the
merchandising. Clearly ‘Ninja Turtles’ was
driven that way, but on the flip side of that if
we don’t get any merchandising, we’ve got to
make a great movie. 

Which leads me to the final issue
affecting the business today, the
studio system in general. Having

been a studio executive in the 70s for 10 years,
I’ve noticed that the studios are still run like
huge combines with enormous amounts of staff
and overhead, doing the same thing they were
doing years ago. Filmmaking is a
manufacturing process, and there’s no reason
why studios need big studio facilities.  Studios
should be in the business of financing and
distributing movies, not physically making
movies. It’s far more economical to lease those
studios out, make them a separate real estate
investment trust, and ship the movies to where
they can be made on a lower cost basis. On
average, a studio will put 35% overhead on the
budget. If you’re an independent or a producer
on the lot, you’re going to have to eat 35%
more before you can get any of your break
points. That hurts. The argument from the
studio is ‘we’re making your movie and maybe
you’ll make a bad movie so we’ll have to
absorb a lot of the loss.’ With these onerous
breakpoints in definitions and net profits, it is
really stacked against the independent
producer. What we try to do at Imagi with our
studio model is cut down on the overhead. We
strictly will not go more than 10%, and we will
get to our breakpoint a lot faster because we
have no costly overhead. Basically, as dollar
one comes in, we’re paying almost an adjusted
gross as opposed to a net. I think that’s an
innovation we want to bring to the talent we
work with. I question why you even need a
studio lot today. My origins are out of United
Artists, which had no physical studio. We
bought time at the old MGM building and
managed to make four Best Pictures in a 10-

year period. If you look at it today, the New
Lines or the old Miramax certainly don’t have
physical plants to make movies, and that gives
them flexibility. These budgets at $150 million
don’t make sense. The studios are almost like
Detroit where you had a dominant auto industry
for 100 years and changes came in slowly; now
foreign brands and customer friendly autos are
forcing the Big 3 to become more competitive.
There are films coming from overseas that are
doing the same thing by giving the customer
more satisfaction which are competition to the
big studio pictures. The American major
pictures are under assault in many countries
overseas, like Korea and some European
countries. I’m not advocating Sony and Warner
selling off their lots, but do they need those
kinds of overheads and personnel to do 12 or 13
movies a year?
What has also happened at a studio today is that
when you pitch your project, you have to go
through seven or eight departments of revenue
streams to get the project signed off on.
Theatrical is not necessarily the most lucrative.

If any one of those department heads feels that
a picture is not going to make it in their
particular area, the whole thing could collapse.
It’s harder to pitch an independent film today
than it was 10 years ago when you could go
directly to a distribution guy for a pick-up.
The reluctance is ‘I don’t really want to be a
champion of this because if it doesn’t work, I’d
get it in the neck. We’ve got a production slate
of our own, and unless something is irresistible,
the only people who are going to champion the
risk of buying something that’s not really ours
is the distribution side.’ The production guy is
saying ‘Well, I didn’t make this, so what do I
care?,’ and they don’t want to be shown up
either if distribution picks up a picture that
production probably should have made in the
first place. There’s so much effort spent
covering your ass in the business today that it’s
slowed the process. I pitch pictures to the
studios, and when literally three months later
they get back to me with ‘Is it available?’ and I
say ‘No, I sold it to Warner’s a month ago’,
they’re staggered to learn that they’re not the
only game in town, and no one is waiting.
Finally, this has been only a riff on what I’ve
observed over the last few decades and I hope
change will be forth coming. Let’s review this
again in five years to see if any progress has
been made.”
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The Cry From Independent Producers
Is Still Show Me The Money

As we look back over the past 25 years,
the avenues of financing to getting
filmed entertainment produced have not

changed greatly overall. It’s a cycle of available
‘market trends’ and the bottom line remains
access to ‘the money’ and a good script.
However, in the past 25 years the plethora of
production entitlement programs has
mushroomed to a dizzying level, with over 50
countries, provinces, states or local agencies
offering some kind of entitlement for production
in their homeland. An independent producer
needs an advanced degree just to keep track of
them, let alone analyze where the ‘real’
advantages lie. In 2004, the United States
government also got into the act with the
addition of accelerated depreciation on certain
qualifying productions. (The real effect of this
tax change on US production of independent
films is still questionable, given the limitations
of the passive loss rules on investors, and the
likely repeal of the only real benefit, namely the
arbitrage between deduction at ordinary tax rates
and recapture at capital gain tax rates.) Yet,
because the net benefit to the production from
any one incentive program usually only amounts
to approximately 12.5% to 15% of the budget
(it’s difficult to combine multiple jurisdictional
benefits to more than 30%), and with the dollar
down more than 30% in most jurisdictions, the
benefits (particularly to US filmmakers) of
traveling to one or more jurisdictions to take
advantage of these benefits has become
marginal. Many independent producers (or
individuals with the title of producer) are under
the mistaken belief that some programs can
provide 100% of the financing for their film.
While some elements of such structures might, at
least on paper, provide 100% of the budget, the
end result of the transaction usually only leaves
12-15% actually available to the producer to use
to make his film. 
While some jurisdictions have recently adjusted
their benefits to try to take into account exchange

rate changes, there is only so much government
agencies can do, given that they have limited
resources available for such purposes and
exchange rates have changed as much as 40% in
the past few years. Canada found production
dropping precipitously as a result of the US
Dollar falling from a typical CDN$1.67 to only
CDN$1.25 or so. While most Canadian benefits
to US producers have been doubled in recent
months, it’s not enough to totally adjust for the
change in exchange rates. Thus, most non-U.S.
government entitlement programs have become a
windfall to productions that would likely have
shot their films in that locale anyway, for one
reason or another, and are not really attracting
new productions. 
So where is the best place for most independent
producers around the world to shoot their films?
Currently, it’s the US!

For European based companies, there are a
number of financing and production
advantages. Most major stars are based in

the US, and right now they are effectively ‘on
sale’ for 35% off their rates from a few years
ago. Factor in the same savings on the cost of
production. After years of so-called runaway
production, production in the US, thanks to ‘the
value of the dollar’ and some state incentives,
has made shooting in the US attractive,
especially for European based companies. A
producer can save 35% of the budget over the
costs of shooting in Europe, and can take
advantage of incentives of 10-15% of the budget.
A camera package in LA that might have cost
approximately Euro 3,500 per week a few years
ago, now only costs Euro 2,500. There are
professional and experienced crews and

production companies that can have a production
up and running in a few weeks. US based
companies shouldn’t think that 45-50% of the
budget is covered. It’s only 10-15%. That 35%
savings is for not shooting in Europe. But
Europeans do get that cost savings, making
shooting in the US very very attractive. For
foreign companies that 10-15% in rebates is
comparable to a UK sale-leaseback. Counter in
hassle free work environment, legal fees, and
time, and there is every reason for producers
worldwide to consider shooting in the US.
Nevertheless, whether you are a US based
filmmaker trying to take advantage of local
benefits, or a European trying to shoot in the US,
most of the financing for your film will come
from equity. 

While finding equity is still extremely
difficult, the fact that so much equity
is once again flowing into

independent film production is very significant. 
Equity (or venture capital) normally precedes
traditional financing, such as bank debt, which
takes lower risks and receives lower rates of
return. Equity seeks out opportunities that are
willing to pay higher rates of return, given the
associated risks. As those risks fall, such as by
more presales being available and the market to
sell finished films having improved, debt
financing starts to replace equity. (As a producer,
if you have a choice between third party equity
or a bank loan, you would pick the bank loan
since you know that with the bank loan you have
fixed interest and a finance charge that is
included in the budget, while with equity you
could give up the majority of the profits, not to
mention executive producer fees, other charges
and control.) So why has equity again jumped
into the market for Independent films? Many
reasons. Over the last two years there was a surge
in stock prices, leaving profits available for
reinvestment. Interest rates are relatively low and
not an attractive investment. With the market for
independent  films tightening, supply and

Greg S. Bernstein

Both very little and much has changed in terms of financing independent films, however
the bottom line remains ‘finding the money’. The industry continues to suffer from a lack
of knowledge with respect to the term The Producer. The road to finding the resources to
put together any project big or small is complex and extremely difficult despite the many
productions that get funded. Knowledge, experience, and relationships are the critical
components, and for upcoming Producers, if those components are missing, then bring
them into your Producer equation. Many elements have to come together in exact
orchestration to get the camera rolling. It’s exciting times once again for the independent
producer with the platforms to distribution making it more possible than ever before for
producers to find creative ways to distribute the product. Greg S. Bernstein takes us
through some of the financing sources available citing that, once again in the cycle of the
independent business, ‘equity’ has the ‘buzz.’
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demand have stabilized, which in turn has lead to
a stabilization in film prices. Moreover, films are
always ‘sexy.’ Having made money in other
areas, investors always look for something ‘fun’
with the potential for huge returns. Most equity
investors apply the same principals that they
applied to make their fortunes. That being, taking
calculated risks. So most of the films invested in
by equity have tended to be commercial films
with more certainty of results, or non-genre
films, but with the reduced risks of soft money
benefits and acceptable cast.

The ebb-and-flow cycle of independent
production over the past 25 years is characterized
by the independent film recession that occurred in
late 2000. There was an oversupply of film,
which caused prices to drop significantly. As time
went on, the demand for films also retreated,
causing further deterioration in prices. With
prices falling, and many films not finding buyers
at any prices, banks retreated from their gap
financings of 50% or more of a film’s budget.
Insurance backed deals also disappeared as the
insurance companies took huge losses. With an
oversupply of product, buyers did not need to pre-
buy, and waited to see the finished product. With
less presales and lower gap, the possibility of
obtaining a bank loan became more and more
remote.
As presales, gap financing and traditional bank
loans became hard to come by, producers had to
seek out equity and pay higher rates of return
than what they were used to with banks. 
Today, equity can take many forms. It may be
as simple as an investor writing a check, or it
maybe a non-official co-production where a
local production company is supplying goods
and services in the local market where the
film is being shot.
Thus, combining soft money benefits, finding
the holy grail of equity, and even shooting in
such “low cost” locations such as the US, are
the avenues open to independent producers.

Footnote: Last year, of the 18 films my law firm alone
was involved with, all were financed in whole or in part
by equity. Five years ago, that was not the case.

Greg S. Bernstein is an entertainment lawyer specializing in the area
of the finance and distribution of indie films. Each year Mr. Bernstein
provides legal or producer representative services on dozens of indie
films. Through his many years of experience in the industry, he has
developed particular insights into the nature of the business of indie
film. For more than 12 years Mr. Bernstein has made this insight
available to students at UCLA Extension in a course he teaches called
"From Packaging to Delivery" (taught each spring and fall). His
entertainment industry clients include major motion picture producers,

distributors and sales agents, independent film producers and
production companies, banks and financiers. Mr. Bernstein has been a
regular contributor to The Business of Film for the past 15 years. More
information concerning Mr. Bernstein, as well as prior articles he has
written, may be found at www.thefilmlaw.com. Mr. Bernstein may be
contacted at greg@thefilmlaw.com.
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For 25 Years, You Have Championed
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Your friends at

The Largest Independent Distributor of
Feature Films & Speciality Programs

to the Airline & Cruise industries

Entertainment in Motion
5455 Centinela Avenue, Los Angeles, CA 90066

Tel: 310-574-9996  Fax: 310-574-0690
www.skyfilms.com
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As it relates to movies and TV, the
insurance business, while a key
element in the process of production, is

relatively undervalued as to its impact on the
film community at large until of course a major
loss is incurred. The rates have changed
significantly since 1980 when for many years
the entertainment business benefited from a
competitive situation between major insurance
‘markets.’As low competitive rates consistently
produced poor underwriting results for the
insurance ‘markets,’ they left the entertainment
industry to seek more profitable underwriting
elsewhere. The largest insurance ‘market’ to
leave the industry was Transamerica in 1993.
When they sold their Property and Casualty
business, the new owners were not interested in
the entertainment industry, and a major
competitive source was gone. For the past 47
years, California based Fireman’s Fund has
been the only ‘market’ writing major
entertainment business and the leading
insurance ‘market’ for the entertainment
industry. Scott Milne created the Fireman’s
Fund entertainment division in 1957. The Fund,
a tradition in the industry, is supported by the
industry for keeping rates reasonable and
coverage broad despite being the only market
writing the more expensive studio pictures.
Scott C. Milne said, “It’s the Fireman’s Fund
commitment to the industry that makes them
perform competitively despite the fact that no
real competition exists. Over the years, they
have maintained a solid underwriting and

claims staff of professionals who have
continued to have the support of their home
office management.”
Despite various pressures through the years to
reduce production costs, the costs have steadily
increased to the point where it’s not uncommon
to have a $300,000 per day filming overhead.
Milne continued, “The problem today is
basically that, as the pictures enlarge to $200
and $300 million, it scares away the ‘markets.’
They don“t want to lose that money on a lot of
premium. If you add up the entire motion
picture business, there is not more than $60
million a year in premiums, and yet many
pictures are insured for $100 million, $90 or
$200 million, any one loss could wipe out an

entire year. Fireman’s Fund doesn’t have all the
business, so that $60 million, is split between
three or four companies. A company may only
write $10 million and have a $90 million loss,
so it doesn’t look good to ‘markets’ not in the
business. In the past, the ‘markets’ got into the
business because the films were only costing
one, two, three, or four million dollars. Those
pictures didn’t scare the ‘market.’ That’s the
main aspect that has changed and the major
cause of not being able to get the new ‘markets’
to participate. It’s also an industry with its own

very peculiar particularities, and it takes not
just money, but a very deep curve of ‘acquired
knowledge.’ So far, the industry has not had
The Big Claim. We’ve had $10-$15 million
claims, but the big one’s going to be $100
million or more. And when that happens I don’t
know how we’re going to convince any
‘market’ to get back into this specialized field.
How could that big claim happen? Take for
example a film with a premium star with 60
percent of filming completed on a $200 million
picture and a situation arises where the lead
actor cannot be replaced. That could be a total
loss, which could easily add up to an excess of
$100 million and would wipe out all the
premiums and profits for years.”
Currently the ‘markets’ covering the
entertainment field are few. They include
Fireman’s Fund, Travelers St Paul, Chubb, EBI
Clarendon, National Hammer, Berkeley
Underwriters, Media Professional and the new
group Houston Casualty, whose first toe in the
water was with 20th Century Fox through
Albert G. Ruben. At present, Houston Casualty
cannot be considered a full-fledged market, as
they only write cast insurance; they don’t write
errors and omissions, or Workers Comp, or
liability. Houston Casualty has been in the
business of writing insurance for athletes and
entertainment events. It is familiar with and
already understands the risk, and in time could
replace Transamerica thus widening the
arena.Scott C. Milne continued, “It’s a tough
business. The smaller the picture, from some
underwriter’s point of view, the more risky it is

When You Talk Insurance
It’s Ruben Albert G.

Albert G. Ruben and the filmed
entertainment business are synonymous. For
the past 45 years, Scott Milne, Chairman,
has been at the company’s helm.  Milne is
credited with investing cast and E&O
insurance, two vital elements that are
fundamental in the moviemaking process
from production through to distribution. The
Albert G. Ruben team of Buckley Norris,
Shirley Griffiths, Bob Jellen, Paul Jones and
Brian Kingsman write some 70% of all film
entertainment business worldwide. In an
exclusive interview, Scott Milne talks to
Elspeth Tavares about how specialized the
insurance business is, why it is dominated by
the Albert G. Ruben company as the most
experienced and competitive broker in the
field, and how in this arena the ‘markets’
view the film industry overall. 

Scott Milne & Bette L. Smith-Milne founder of The Completion Bond Company
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no real competition exists



25TH ANNIVERSARY COMPANY PROFILE

A F M  N O V E M B E R  2 0 0 5                                                         T h e  B u s i n e s s  o f  F i l m   31

to some extent than a larger picture. When you
handle a larger picture, it has an entourage
supporting the complexity of producing a high-
budget film. On a $10 million picture, the
producer has scrambled to raise the financing,
to get that level budget. It’s probably the budget
required, but in reality he probably needs more
money and doesn’t know it. Those pictures are
riskier because the producer probably hasn’t
made many movies, and doesn’t have the same
level of experienced staff or director. Generally,
that is how some ‘markets’ see the business. At
Ruben, we think that most independent
producers actually do get their films made, they
do get them released, and they come back
wanting us to write more pictures. In the
Hollywood system, an independent producer
has to have a big picture once in a while.
Otherwise, he’s gone. Producers like Arnon
Milchan have been very successful and have
had huge hits, but they’ve also aligned
themselves with the studios. We see those types
of producers as a studio as far as the risk is
concerned, and they’re a different level of the
business. Many of the independents go off to
Fiji or the latest tax beneficial haven to make a
picture, and the budget is usually right on the
button. What scares underwriters is when
someone like that has a loss and is right on

budget. He needs the adjustment done
immediately and sometimes it’s very hard to
immediately determine what the loss actually
is. With a studio loss, the film goes on. They
don’t need the money immediately to complete
the film. It can take two or three months until
all the figures are put together and everybody
agrees what the loss is. It’s a completely
different mindset for the underwriter doing a
big studio picture than it is to do the smaller
independent pictures. I think that’s one of the
major problems for the insurance industry.”

The growth of the computer-generated
industry in the production of films has
substantially increased and continues to

expand at a rapid pace, and the process has
created difficult loss adjustments. In many
respects CGI is not subject to the usual losses,
i.e. cast, but when there is a claim, trying to
determine the actual extra costs to the
production is a difficult procedure. While CGI
has decreased the physical risk to performers
and property—many stunts and explosions are
now done CGI/blue screen instead of as
practical stunts and effects—many stuntmen

worry that in less than 10 years their profession
may be extinct. Scott C. Milne explained, “One
of the difficulties with CGI is that the director
has his vision in his mind, and the CGI people
say, ‘Oh, sure, we can do that. Let’s look at the
budget.’ Sometimes they say they can do it
because if they say they can’t, the director may
go elsewhere. The CGI Company, based on
how they have interpreted the director’s vision,
comes up with a budget of $20 million,
convinced they can do it at that price. What
sometimes then happens is that there’s a cast

loss on the filming part, which slows down the
CGI part because they have to mesh. The CGI
company continues working, waiting for the
cast loss to be resolved so they can get back to
shooting. The cast loss is solved; they’re back
shooting with the CGI. In the interim the CGI
company finds itself way over budget and
blames everything on the cast loss, which
causes unbelievable problems trying to sort out
how much was CGI’s part absent the cast loss
and how much was attributed to the cast loss.
It’s very, very difficult to do that, and the CGI
people themselves will admit that it’s hard. It’s
not that they think the insurance company is not
playing straight with them. They’ll come out
with their people and try to explain it, tell us
why the cast loss caused all that loss, and they
admit they have difficulty doing so. What
makes CGI more difficult is trying to get the
director to agree that what he had in mind is
what the CGI Company is accomplishing.
That’s very hard to do. Sometimes it’s just a
meeting of the minds to try and figure it out,
sometimes it just isn’t possible, and while they
are trying to get there, the budget goes up. CGI
is a wonderful medium, because you can do
many things that you couldn’t do within normal
filming and it will continue to grow. It’s a big
advantage in certain cases for a producer, but it
can be a difficult problem for the underwriter. A
picture shot purely in CGI is an easier risk
because there’s no cast loss because there is no
cast. You can see exactly what they produced.
They said they could do it in 30 hours. It took
them 90 hours. Why did it take 90 hours? There
wasn’t a weather problem. There wasn’t a cast
loss. What was it? Well, it just took us longer
than we thought. So it’s easy to see that’s not a
loss. It’s when you combine them, that it
becomes a problem.”
As CGI beds down into the production canvas

with studios worldwide and the acceptability of
animation products – especially feature films –
mature, another production medium comes on
beam and brings yet another level to the
business of the insurance canvas. Explaining
his views on this sector of the business and its
impact on the overall, as digital production
travels to the distribution pipeline, Scott C.
Milne expounded, “Today, a young man just out
of college can get a digital package from Burns
and Sawyer, go out and make a very decent
film, and download it onto the internet. At

production levels of $300,000, $500,000, and
$1 million, invariably he doesn’t need a
completion bond. He has all the money and
didn’t need to go to a bank, which would have
required certain insurances and bonds, so he is
able to make the film without the regular,
standard insurance.”

Does that have any measurable impact on
the insurance business or the business
at large? Milne continued, “I think it’s

very little. What happen is, if a
producer/director/writer becomes successful,
he gets into the ‘Hollywood trap’, which
everybody in Hollywood for years has always
fallen into: ‘I made 20 wonderful $10 million
pictures and now I’m going to make my $100
million picture!’ It always happens. No one
stays within the same film culture except Roger
Corman, a hero for me and others, which I think
is a fair statement. Corman stayed within a
particular culture of making films. It worked
very successfully and, as far as I know, still
does. But he is the rare, rare exception who can
do that. He never ventured off to the $50
million or $100 million production. Producers,
writers, and directors all get started on very
small films, and it’s easier to start today than it
ever was, but no one will stay there. They want
to be successful and well known. That’s just the
way Hollywood is, and it will never change. I
think it’s human nature and just like any other
business. If you started a small bank in Des
Moines, Iowa and you were very successful,
you might just venture off to another city and
start another bank, and soon you would find
yourself with several branches. Very few people
would simply want to stay in Des Moines with
the one bank. If you make a movie and it’s
successful, you’re not going to go and lunch
every day at Spago’s and retire. You’re going to
go on and make more movies, and there’ll be

what makes CGI more difficult 

is trying to get the director to agree that what he had in mind 

is what the CGI company is accomplishing

we think that 

most independent producers 

actually do get their films made



25TH ANNIVERSARY COMPANY PROFILE

32 T h e  B u s i n e s s  o f  F i l m A F M N O V E M B E R  2 0 0 5

pressure on you to do so. That’s your life.
That’s your business. Directors and actors will
want to work and want to be with you. That’s
your world. When a baby’s born you’ve got to
teach him everything. Babies don’t come with
any equipment; we have to coach them all the
way. The same is true with a new producer or
new director; they have to learn from the past.
A few will change some things, but actually
what they’re changing is just learning how to
use technology differently, which in Hollywood
today is way ahead of itself and the industry
using it. And they’re using it or not using it for
economic reasons. Why? The famous
established producers and directors, the ones
who make all the money, many of them don’t
necessarily want to change from the culture
where they have made movies. They are very
successful and that’s their world. This won’t
change in Hollywood until the young guys who
are out now renting the digital camera packages
work their way up the system. They’re going to
be the ones who won’t go with the old way. I
think for the next 5-10 years it will continue to

be a mixture of old methods and new
technology. If you looked at the business 20 or
30 years from today, in my opinion, due to the
new technologies, there won’t be labs, as we
know them. There won’t be as we know it
Panavision. There may be fewer actors. They
could all digitalize themselves, never get old,
and be used for forever. The industry’s favorite
actors and actresses today are already actually
digitalizing themselves. In the future, there may
be heroes who aren’t even human. There will be
no film used. God forbid there may not be any
insurance brokers. (He laughs.) I don’t know.
All this change will take place, but that’s going
to take time. The distributors will be gone.
Films will be beamed from satellites into the
theaters and homes. In fact, as soon as
somebody figures out who’s going to pay for
the equipment that goes in the theater, as
reluctant as each side is for different economic
reasons, the answer has to be that both the
theaters and the production studios will have to
share the cost with the studios leading the way.
The technology will also catch up soon within
the studios themselves. In the not too distant
future, the studio won’t be so people-oriented.
You could start with the theatrical distribution
departments with thousands of people working
worldwide. There’s no need for that. The
studios are all owned by conglomerates, and a

conglomerate, once it gets and understands the
software, can do for the studios what the studio
is independently doing now that isn’t involved
with the conglomerate—all the accounting and
administration, a lot of which has nothing to do
with making the movie. So I think that studios
as we know them probably won’t be as large.
There are two other problems for the studio,
and more importantly the conglomerates that
own the studios. Right now they are very
worried about the piracy problem, and they
have every reason to be. I just came back from
China where for a dollar on the streets of
Beijing and Shanghai I can buy the latest film
before it’s even shown in the United States, and
it’s beautiful quality just like high definition
TV. I couldn’t believe it. And that’s before the
movie comes out! The only way you can
overcome that—you’re obviously not going to
go into China and put everyone in jail—is you
have to show films worldwide as fast as you can
to beat the pirates. Even then, it’s difficult to
beat them. I believe people do still like the
‘theater experience’, so you’ve got to
worldwide. Of course when they digitalize it
and satellite it down into the theaters, the film
won’t be wandering around available to be
stolen. The pictures are bigger and bigger, costs
are spiraling and staggering, and the studios
want to get their money back as fast as they can.
Secondly, they immediately move it to DVD,
again as fast as they can, because that’s where
the actual money really is, and as fast as that
happens, the whole exposure comes back much
faster. The old ‘Hollywood accounting’ way
took so long that no one really knew what was
going on. I think it’s going to be easier to
determine where the money is, and that’s of
course why the studios fight so hard not to let
anybody participate in the DVD, because that’s
where the real money is. You didn’t need to get
it back so fast in the old days when the picture
was only $10 or $15 million. But you spend
$200 million now, and you don’t want to wait
for two to four years. If it’s a hit, you want your
money now. If it’s not a hit, the new way or the
old way, there wouldn’t be much difference.”

With more money readily available
due to the quick turn around of
revenues will those revenues be

slipstreaming into the industry and will the
studios increase their annual product slates?
Scott Milne responded, “That’s a good
question, because I don’t think there will be any
more major movies than there ever were.
Production levels have stayed approximately
the same over many years. A $200 million
dollar movie is a lot of money. It takes a lot of
time, plus a lot of actor, director and producer
talent, and there’s only so much of that talent
around to make those films. The studios will, as

they do now, continue to help finance smaller
films. TV could end up with a thousand
channels in the not-too-distant future. So
they’re going to fill that up with something, and
a lot of it will be young people making these
digital movies. The number of movies might
grow, but the production costs on most films
will remain small.”
The last ten years has seen a dramatic increase in
filming outside the U.S. as a result of tax breaks
and currency fluctuations, but it’s not the only
consideration. There’s also a greater demand for
realism on the part of both the audience and the
filmmakers. The high level of the filming

infrastructure in many countries where the
facilities, talent and support services are found is
comparable to the US without, in the case of the
independents, the monopoly of film industry
union restrictions such as SAG’s Global Rule
One. When productions go overseas, insurance
carrier risks include political and security
considerations, which pose logistical challenges
and underwriting expertise. 

Albert G. Ruben has had a worldwide
presence since its inception, so is the
opening of China the next big market

Ruben will penetrate? What does it take for a
business such as Albert G. Ruben to move into
a market such as China, where expertise in the
structure of underwriting films isn’t
established? Scott C. Milne responded, “Those
markets are beginning to grow, and eventually
we’re going to have to get into China and into
India, because their pictures are now starting to
get larger. Ruben is not there yet, but I think
we’ll have to be there within the next two years.
When I first went to China, I met Run Run
Shaw. He was very gracious and took me
around his studio. When he asked me what I did
for a living and I told him cast insurance and
insuring all the various catastrophes that occur
on a movie, he pointed to a beautiful building
on his lot and said, ‘That’s my insurance policy.
No evil spirits will hit this studio because of
that building. So I don’t need your insurance.’
He was very nice, and we had a great lunch, and
that was the end of that. Today, has that
changed? Yes, it’s changing because the young
producers in China, see that the banks are only
willing to loan them money with a completion
bond guarantor who sees to it that the insurance
is properly placed. When Sir Run Run Shaw ran
his business like Adolph Zukor, they didn’t buy
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insurance. No one would dare get sick on their
sets. Today it’s different. The local producers in
China and India are borrowing money from
banks and from various investment institutions
that do ask for insurance, so they’re starting to
get into it. They’re beginning to understand that
completion bonds protect the bank. At present,
in most cases, when the average local
independent producer in China or India goes to
a bank and says they have a completion bond,
the China bank says, “What is a completion
bond?” This film financing structure will
become sophisticated very soon, and as that
happens, Ruben will get in there and start
insuring. I think it will be some time before the
Chinese make really huge pictures. Both the
Indians and the Chinese are very successful
people, but I still think that when they want to
make a really ‘big’ movie, you’ll see them here.
If there’s a really wonderful director and he’s
really sharp, he’ll come here to make his $50 or
$100 million film. He’s a long way from the

underlying film infrastructure to make that
level of production and for it to run as smoothly
as it does in the US. If he’s a really sharp
creative director, he will want to demonstrate
his skills in the US. Making very expensive
Chinese films is probably not the way to go.
They need a global concept and to that extent,
they’re not there yet, so it’ll be some time. But
Albert G. Ruben and Firemans Fund will be
there when it’s time, trust me.”

Scott C. Milne will probably hang up his
hat before long, and the legacy he will
leave when he chooses to retire will be

irreplaceable. The Albert G. Ruben trademark
will continue with the younger generation of
‘Rubenites’, individuals such as Peter Robey,
existing Managing Director of Ruben, Brian
Kingsman, Bob Jellen, Shirley Grifiths,
Buckley Norris, Conrad Dowling, George
Walden, Paul Jones, and Maureen McDonald,
with a back-up staff of 120 professionals. Scott
C. Milne concluded, “It’s a very personal

business. The Ruben staff are really familiar
with the industry and have formed those
personal friendships that are needed for this
work in the industry. The younger members of
our staff already have relationships with the
people who are going to be, and are starting to
be, and some already are, top upcoming
directors and producers in the business.
Therefore, Ruben perpetuates itself. There’s no
question that we have the leading role in the
industry. We only do this kind of business and I
think that’s why we’ve been so successful. We
are part of the industry. We’re not merely an
insurance oriented Broker. We really know the
entertainment industry and the insurance side.
When we go into a meeting with our clients,
we’re part of their company. That’s how we see
ourselves, and that’s how they see us. Our
company culture is entirely entertainment. If it
has anything to do with entertainment, we’ll
insure it. When you pay for a ticket and sit
down, Ruben’s there.”

Buckley Norris has been at Albert G.
Ruben for 27 years. Known and loved
throughout the industry for his jovial

approach to life, one never sees Buckley
without a smile. He champions Scott Milne and
says "Scott Milne is one of the finest
individuals I know. He is generous, kind, and
although modestly he won’t admit to having
created cast insurance as we know it today, he
also was significantly involved in creating
E&O insurance for the MP/TV industry – two
vital elements for the entertainment business
today." He continued "Here’s the story very
few people know. In 1957, after having been
1st lieutenant during the Korean War, Scott
was working for the Fireman’s Fund and
created the Fund’s 1st entertainment division.
Little insurance was actually placed for movies
in those days and what was available Scott
determined did not properly protect the
producer. There was a form of cast insurance
available, basically controlled by London. The
problem Scott saw was that the insurer
considered the actor included as an insured
along with the producer. The problem for the
producer was that if an actor was lets say not
entirely truthful about his health or past loss
experience, which became a significant fact
surrounding a loss, the insurer since the actor
was considered an insured and misled the

underwriter on a material underwriting
consideration could and did decline coverage.
What Scott did was convince the Fund and
their reinsurers that they should consider only
the producer the insured, which was the only
way the producer could be sure he actually had
protection – even if the actor wasn’t entirely
truthful. This change in philosophy basically
eliminated London as the leading protector of
Movie producers and created the Fund as a
leading market in 1960, and the leading market
today 45 years later.

In 1960 Scott along with his two partners –
Albert G. Ruben and Robert H. Williams
created the Albert G. Ruben Company. It

was their intention to be the world’s major
entertainment broker. That original concept
was accomplished many years ago and remains
the worlds leading broker 45 years later.
Client service was Scott’s main issue. When
client Cubby Broccoli began producing "James
Bond", Scott realized Ruben had to be in
London to provide the best service. He was
right. Ruben is now on its 26th Bond and
looking forward to insuring the new James
Bond, Daniel Craig. Let me tell you how I got
to Ruben over 27 years ago. Robert Jellen,
Ruben’s then Senior V.P., went to Scott and
told him "there is a fellow named Buckley
Norris and I am really getting tired of him. It

seems that every time I quote an independent
picture he quotes against me. I really don’t
know what to do about this guy." Scott said,
"Why don’t you hire him?" That’s how I was
drafted into the service of the Albert G.
Ruben Company September 1979. Today
things are still going well. We have 75% of
the independent studios and the independent
business, we have all of the major studios
with offices around the world. When you see
the phrase seamless coverage, which is
almost a cliché, but when we say we have
seamless coverage we truly do. With
worldwide offices we can accept currency in
foreign markets and work with the tax
incentive deals. There are all sorts of things
that we can do to help. Our people have a vast
bank of knowledge that can help a
production, especially when it is overseas. 
In his other life, Buckley Norris is an actor
and can be seen in many productions
including the upcoming sequel to the
"Highlander" franchise "Highlander: The
Source" from Davis Panzer Productions.

Nobody Does It Better

Buckley Norris

Catching up with Buckley Norris, one of the team at the Albert G. Ruben Insurance company.
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Discretion & Mr. Soames

Richard Soames, chairman of Film Finances, has been in the

game of bonding films since 1970. In an exclusive interview with 

The Business of Film, he kicked back and chatted about his views

on the business over the past 40 years with Philippe Mora, whose 

film The Return of Captain Invincible starring Christopher Lee 

he bonded in 1982. 

Richard Soames: I started in the film business
in 1970, from an entertainment
conglomerate called Keith Prowse. It was a
theatrical company, a management and
music publishing company, and other
enterprises. Film Finances Limited was
actually created in 1950 by a group of UK
film producers because they were tired of
borrowing money against their
grandmothers’ jewelry and putting up
everything as security to the bank. They
figured there must be a better way to
borrow money from the bank. They started
by making one film at a time, but soon
realized the only way to make a business
out of it was to do several films at a time.
Bobby Garrett had produced quite a few
films including a film called Never Take No
For An Answer. It was about a little boy
whose donkey was ill and who decided that
the only way he could cure it was to take it
to the Pope. So the story is about him
finding his way to the Vatican so the Pope
can bless the donkey. Bobby Garret was

looking for someone to join the company
and fortunately I was the lucky one. Garrett
was the head of the company, but the person
who really taught me the business was
someone named John Croydon. He had
done everything in the business including
producing an early special effects film
called The Projected Man. He was the so-
called expert and consultant. He was a great
mentor and analyst. We would meet the
director very early on so we could get a feel
of how they were going to make the movie.
He examined every script. He had a method
of analyzing a script that was a complete

breakdown set-up by set-up and he had a
way of marking each day, and he taught me
how to do it. It was an amazing tool so he
could analyze the day’s work. I liked the
business, but I liked reading more than
anything and I couldn’t believe it when I
was the given the job of reading scripts in
my office. I found I could visualize scripts
and somehow project them onto the screen.
I would have done that for nothing if I
hadn’t had a mortgage to pay.  At Film
Finances we no longer use that system
because it is too time consuming. In those
days, Lloyds had very, very little to do with
it, although they were insuring, and taking
us at our word that the film would be fine.
Lloyds involvement enabled the bank to
lend the money. Films in the UK  in those
days they were guaranteed against a
contract from British Lion or Rank. It was
a very, very small industry. Consequently,
‘bonding’ was a kind of negative pickup
guaranteeing that the film was going to be
delivered. The contract is not worth
anything unless there is a film at the end of
the day, which of course still applies. Back
then I was involved in the new wave of
British movies, and directors—Tony
Richardson, John Schlesinger, Darling,
Loneliness of the Long Distance Runner,
Bryan Forbes, L-Shaped Room. We
guaranteed all of those films because we
were the only type of guarantee around.
There was a tremendous amount of talent
in the UK. I think the explosion came out
of all sorts of different stables such as the
Carry On films. As a company we were
always rather nervous about coming to
America, so we started in Canada in 1977
where there was a tax shelter and benefits,
and our next step was going to Australia in
1980. That was the start of the 10BA
financing and during that period there were
many films that never should have been
made. Today the process of evaluating a
film is basically the same, meeting the

director, although in the early days we did
these very detailed breakdowns ourselves. I
think we knew more about the details of the
making of the film than the director or the
producer did. Later I discovered it was
much more of an ordeal for the directors
coming in to see us than we realized,
because the detail we required was so
exacting. Obviously we had Joe Losey or
John Houston in we were not about to ask
either how they were going to direct the
movie. I’m referring to the less experienced
directors. I recall that when Huston came in
to discuss The Man Who Would Be King
and launched into a long story about a
camel race he had won—there were a lot of
camels in the script—and somebody said
they are difficult to deal with!

Philippe Mora: Would there have been so many
independent films if the completion bond
system had not existed? Would the passion
of the producers and directors to get things
made overcome obstacles anyway? 

RS: It’s quite an abstract question, but I think
something like this would have had to
come up because the amount of films that
are actually financed by non-industry
sources was and is very small. You would
get the odd film funded by a multi-
millionaire who liked music, for example,
or had some other special interest. Do I
allow my personal taste to get involved in
making the decisions? If we get into a
tricky situation on a film and have to take a
risk, it’s always a business decision. In this
game, to a large degree, everything is a
punt in a way. I would take a bigger risk
with someone I knew, which would
mitigate the risk. But it really should be

Richard Soames
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the only way to make a business 

out of it was to do several films 

at one time



covered by our due diligence Generally,
there is definitely an element of
incompetence, which accounts for risk..
Personalities and egos are risk. There are
normal kinds of risk associated with what
country you are shooting in and so on; there
is a risk that it will just take much longer
than anticipated, and there are definitely
people who take much longer. Here is an
example. We took a risk on a director in
Hollywood. I arrived on set and the art
department was building a lake. There was
no lake in the script. The art department
explained the director wanted to film
reflections of flames in the lake. The
director was in Hawaii shooting special

clouds. Anyway it all ended quite well, just
a different way of making a film. Every
single film has a problem factor and has
aspects that one must look at. This
particular director was very talented and we
didn’t go over budget. The bigger budget
film is the better risk on the whole because
the bigger budget attracts a higher caliber
of person, and you will find a bigger budget
does not have to cut corners. Cutting
corners leads to problems, and the strange
thing is that the lower budget film is just as
much work for us as the larger budget. Of
around 5,000 films that we have bonded,
we figure that one out of ten films has a
serious problem. When you think it’s 500
out of 5000, it’s not bad. When the
problems occur—for example: rain—we
can’t do anything. If it’s a personality clash
with the director and producer, we come in
and act as a kind of referee. As you know,
it’s a very inexact science. Diplomacy is an
important part of it  

PM:What are the greatest changes since you
came into the business?

RS: Since 1970, the biggest changes have to do
with Digital. The whole advent of digital is
momentous. You can do anything today in
film with the digital advances. There still is
a current debate going about HD versus
film, but I think it’s like the old days when
you couldn’t shoot a film on 16MM because
the studios didn’t want to buy it. There are
double-edged swords. For example, the
cheapness of digital stock can result in a
huge amount of material in post.

PM:Are there any standout events in the
company’s long history?

RS: Our worst experience, which is well
documented, was Baron  Munchausen
(going greatly overbudget). It was shot in
many countries, and our mistake was
concentrating on the deal in Hollywood
and not keeping our eyes on what was
happening on the shoot. It was very
traumatic. We have just done a film with
the director, Terry Gilliam, which turned
out fine. One other thing about what has
changed, especially in Hollywood, and that
is the escalation in legal fees. I think
everything has become more complicated.
The financing is more complicated. When
I first came to LA, I made a deal, without
lawyers, with the bank, Columbia, and the

producer on the phone. You could not do
that today. There is less trust today. Also,
today there are many more parties
involved in putting movies together, for
example, in international co-productions.
Apart from that, there isn’t a great deal of
difference in the way films are financed
today. Generally, there are just many more
co-productions.

PM:Are there many more cultural differences in
the various countries that may not
immediately come to mind, when you have
to bond films in these countries?

RS: Every country has a different way of
making movies. For example, I thought a
Canadian-Australian co-production would
be easy because of the similarities. It turned
out they were very different and they
clashed. We always have a national looking
after the production in a particular country.
We have eight offices altogether.

PM: On the personal side, what are your tastes in
film? What are some of your favorite films? 

RS: The first movie I ever saw was Bambi, and
now I am going back to my childhood with
my young daughter. The last two films I saw
were Willy Wonka and the March of the
Penguins. I like the classic English movies
of David Lean, Arthur Cohn’s films, and the
Merchant Ivory films, but I like seeing
those on the big screen. I’d be an avid
moviegoer if I had more time. I think you
should always see movies on the big screen.
My personal tastes also run to the more
literary based films. But you know,
generally speaking, very good books don’t
always make good films and some bad
books make good films.

PM:Have you ever been tempted to produce
films yourself? 

RS: Yes.We had a company called Doric
Productions in the eighties and made five
films, and I absolutely loved it. But to
produce a film takes 24 hours a day, and so
does this job, and I just don’t have 48 hours
a day.

PM: How did you arrive at the current fee rate
for completion bonds?

RS: They are too low. Basically, when we first
started it was 6% and the producers were
refunded 3% when they came in on budget.
Competition was fierce for a period and we
were undercut, but the competition
eventually went out of the business. 

PM: Discretion obviously goes with your turf.
RS: Yes, no one wants others to know their

business.
Elspeth Tavares invited Philippe Mora who at

seventeen started the film magazine,
Cinema Papers, in Melbourne, as part of the
magazines 25th Anniversay issue to kick
back and chat with Richard Soames who
has bonded all his movies since 1982.

As a tribute to independents worldwide The
Business of Film profiles Mora (page 18)
because as an individual and independent
filmmaker he embodies the ideals, passion,
substance, humor, spirituality and intellect on
which The Business of Film is founded and
continues to enjoy the role it plays as an
independent trade publication, in the complex
world of this diverse and perverse passion we
call ‘the independent film business’.

when I first came to L.A. I made a deal without lawyers 

with the bank Columbia and the producer on the phone

You could not do that today

25TH ANNIVERSARY COMPANY PROFILE

A F M  N O V E M B E R  2 0 0 5                                                         T h e  B u s i n e s s  o f  F i l m   35

March Of The Penguins, 
a Richard Soames favorite of 2005
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State of the Italian Cinema
Drifting Betwixt the 
Old & New Guard

Cinema in Italy is currently going through a number of deep and affecting changes. From the loss of Government funding to the concept of a
unified Europe, producers and directors alike are struggling with: What is an Italian Film? Has that concept changed? Does the structure of
Italian film need to be fundamentally changed? Is the change to do with the changed sociologic fabric of society or is the change within the
structure of the Italian films as a culture? Is it possible that the European collective thought it could be captured within a movie in much the
same way that an American movie encapsulates the American collective and exports it to the world? Is there a need for structural change
within the industry with respect to producing and distributing films? In a world filled with fast paced technology and special effects, can Italian
and European films with their emphasis on human sensuality give the worldwide cinema that essence of humanity’s sensibility, sensuality and
sexuality that is somewhat lost in movies driven by special effects? 
The above broad questions, within the context of interviews, were put to three of Italy’s leading directors and producers: Giuseppe Piccioni,
Cristiano Bortone, and Lamberto Bava. Each present their different approach and view as to what is currently happening in Italian cinema
today. It is interesting that they all voiced the same concerns, agreeing that the corruption of ‘favoritism’ in the financing of films has to be
completely eradicated. The trio of directors and producers attacked the problem, the current state of the industry, and the solutions needed to
solve the crisis, as one would expect, from completely different directions. One may argue that it’s typically Italian (much as one may argue that
Americans are under-educated) that the Italians can’t agree in concert, but these talented respected individuals covering the spectrum of the old
and new guards offer their individual perspectives, capturing the many-layered problem that exists and offering diverse and concrete
observations that are needed to attack the problem.

CRISTIANO
B O RTO N E
Cristiano Bortone has been on both
sides of the camera. As a director
and producer of documentaries and
feature films his projects have
featured in numerous film festivals
around the world. His latest projects
include Saimir, which was in the
Berlin Film Festival 2005, and has
won a number of prizes; Bortone
just completed Micro Red as the
Sky. Cristiano Bortone says:

“With Saimir we were very
fortunate because Saimir
benefited from the old film

supporting law that we had in Italy, it was one
of the last films supported by the old law before
new law under which it is much more difficult
to get a film funded. I established my
production company Orisa in 1991 I see the
problem that we have in Italy are the same
problems that we in all the other European
countries, and that is a small potential audience.
The United States has a very strong home
market—and also an international English-
speaking market in Australia, South Africa,
England. The US film industry has benefited
from significant budgets, and investment in
films, to make it a very competitive product that
sells in the world markets. That is the power of
the United States. In Europe, we much different

situation countries like Holland have big
problem recouping the money invested in film
form a microscopic potential audience in the
home market. This applies to Italy too even
though we have 60, 70 million population the
potential audience is not enough to have a
strong, purely commercial market, which
means that consider, as we should, the film
experience a very strong and important cultural
identity of the nation, then obviously, then
solution is that the government needs, to some
extent, support partly fully the production of the
movie making. Nowadays we live in a country
of pure liberalism which suggest that we should
survive purely on ‘market condition so if La
Vita Bella won the Academy Awards, it was not
only a filmatic result how many more Armani
suits were sold, how much tourism went to
Tuscany to look for those locations? How many

Cristiano Bortone Guiseppe Piccione Lamberto Bava

 



American tourists went Tuscany. We need to
address the broader picture.. In 1960 the law
was created to support film production. which
lasted until last year. It was law that was not
perfect. It was not perfect because
unfortunately the judging of a film project
relied on various commissions and the
individuals that made up those commissions
constitute not only personal taste but were in
influenced by elements they should not be
influenced by like political lobbying.
Unfortunately it became like many things in
Italy, to be very political. It had all aspects of

what is bad about political structures where
lobbyist hold the upper hand, but for all of that
it provided some funds to make films, because
if you don’t make films, there’s nothing to for
the nation to talk about. The industry got to a
point over the last 15 years, where the amount
of money injected into film production did not
correspond to the objective quality of the films
that had been made. That was a problem—how
to solve this problem? I believe that people
should have sat around the table and found
another way, like in other countries of Europe,
to make the selection procedure more
transparent and its my belief, we need to
support film schools as a basic education, as we
all know, not only film, but in life, education is
the basis of a developing country. Education in
general not only in this but all other countries is
not considered as an essential element as it
should be in my opinion. Italy should have
good film schools like there are in the States, so
that our film community can grow, nurture new
ideas and talent, and the whole industry would
benefit. When the old law ended, the thinking
was to introduce another procedure and
selection process that could allow investments
to be more profitable and more directed The
general feeling is that we have to rely on the
market. We are living in a world of
globalization; everything is liberalized. Let’s
stop the old fashioned state that’s to ‘mother the
children’. Which is fine in one aspect, the result
is a law. With reference system of points based
on artistic success of previous films, of the cast,
crew. The worst aspect in my opinion of this
new law is that it accounts for 40 percent of the
general evaluation of the project the other 60%
is percent is still personal, judged by a
commission. Basically, in fact, it creates more
limitations and has the same problems that we
had before, which was a commission of six
people that decide if your film is good or bad

artistically. Which brings us full circle to fall
back into the same old problems of political
lobbying. In addition to which they cut the
resources available, so even if you had the
perfect system but if there’s not sufficient
funding, the system can’t work. There is
somewhere between 40-60 million Euro a year
for film financing, which means makes it
almost impossible to finance a large number of
projects. In any commodity quality also comes
out of quantity films. To product ten films, is
not enough? This is the paradox so public
funding for film has extremely difficult. On the
hand, the other players of have been
dramatically reduced; the previous government
had in place a very important agreement with
public and private television from a European
law that obliged private and public channels to
broadcast at least a fixed percent – of European
quota. In France, they are able to protect their
quota. In Italy we are not. Today in Italy with
the sky platform in place we are in a position
where public television is not buying feature
films anymore that’s a serious problem, very
serious. PAY-TV only buys the blockbusters.
Rai created Rai Cinema their division for
feature film production. They are producing
what they want to produce pre-acquire their
own rights, but they would acquire very few
rights from rights form outside sources. The
independent producers find themselves

squashed between lack of public funding, lack
of an avenue via television, no outlet via Pay
TV, and also on top of that a complete lack of
funding for distribution. Under the old system
attached to the production films we also had a
very consistent distribution fund. Even if it was
poorly managed it held some possibilities.
Looking forward in my opinion the future of
my production organization lies in looking to
create a truly European product, something that
can compensate a larger market, give us more
financial sources to our productions. I not only
want to make Italian films, I want to travel and
films in Germany, and the rest of Europe, which
is also not easy But I think it is the only way
forward for ‘Italian producers’ in the current
Italian environment. On the question of
whether the changes in the film industry has at
its basis cultural sociological currents. It is an
interesting and difficult analysis. Italian cinema
is coming from a very glorious past and legacy
from the 50s, until the 70s. The world is
changed. We as a society of filmmakers have to

understand the changes and try to change our
outlook and adept, like the evolution of the
species, otherwise, as a species, we are in
danger of dying out. That’s is what is happening
in Italy and whether we like it or not, the film
and the audiovisual industry in general
worldwide, is changing dramatically and will
completely change eventually in the next few
years. Some factions of the film community in
Italy may say I don’t like the change, It’s
become too American in that it is setting the
pace. In my view since the influence of Jaws in
1975, the concept films have changed. The pace
and structure of films have become faster, more
and more special effects, more spectacular.
Narrative wise they are now ‘packaged’ much
faster for the audience, the classic introduction

of 25-28 minutes has become ten minutes. The
audience is used to that they want to get into the
cinema and after five minutes, they are trapped
there is no way out. That’s the standard film,
Does Italian films have to go this way in order
to survive, as an industry we don’t have a
crystal ball, so I don’t know if it has to go that
way, but one thing I do know is that we have to
understand where the rest of the world is going.
When you go to the international markets, say
Berlin, Cannes in the last two, three years, there
has been an explosion of fantastic Chinese
Korean films, Japanese films, Indian, and
Afghanistan films. Sadly there has not been an
explosion of Italian films that suggests
probably there is something wrong in the
direction we are going, perhaps we should
rethink the direction in which we are going. I
think we should make films that strongly
express our country’s identity, and a
perspective of who we are, and address it to a
global audience, Because if we continue to
make films that are addressed to ten people in
their parociality, we won’t make we won’t
make any films anymore. That’s the problem.
That is now our choice and the crossroads the
industry is in. I saw a South African film in
Berlin U Carmen eKhayelitsha it was fantastic,
a genius film. South Africa is showing a very
good example, they are injecting a lot of money
into the production with some limitations (the
black empowerment) good limitations
according to their politics, but they believe in
supporting their identity. In the film industry in
Italy we are in crisis. Likened to the crisis of
Fiat, or 9/11 my theory is in a crisis you have
two choices. You can trim the tree a little and
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give it fertilizer in the hope that the tree will
grow again, or you can cut the tree too short
completely and the tree dies. Paradoxically, one
should invest even more and double the
financing for films instead of cutting it to the
bone. The many aspects we need to tackle and
we need resources to do so are the following.
With the respect of the emotion in film and is it
an effect society at large. It’s a very interesting
question I’ve been trying to answer for many
years. As a student in America, at NYU at the
end of the year, there is a festival of student
films The American students would say Oh, I
loved your film. It’s so European. It’s so
European, and I always hated that. What do you
mean, it’s so European? Is it a good film or is it
the best film. What do you mean? It’s so
European? We (as Europeans) have a different
way of thinking, obviously, in cinema. Which is
good. What happened to our society in Italy, the
films that were produced in the past were
coming after the war. The films had drive,
people were coming from decades of
desperation, of death and disaster and they had
the urge to build something, to reinvent, the
period of neo realism. What has happened now
to the Italian and also partly the European
culture is that to some extent, we have flattened.
our personal identity. We have become a petty
bourgeois society and its changing again but
generally speaking we have quite an educated
population, but not too educated. The result is a
general population mediocrity without that pre-
war desire to do, to invent, and to create. The
population is very complacent. The
preoccupation of the Italian audience is also
very provincial. The preoccupation of the
Italians has always been to have a good job,
make enough money to have a good living, a
family, go on vacation in summer, that’s
enough. Which is good because it’s a very
stable and protective society, but artistically it is
stuck. The American public come from a

different perspective, the common play is that
Americans could be considered less educated,
they are less interested in history etc., But the
fact is they have a more instinctive approach
making things and are more dream-oriented to
their European counterparts. If somebody came
to Italy saying, I have a great idea. We take a
piece of plastic put sugar and chew it. People
would say, come on, we have pasta, That is a
ridiculous idea. We have chewing gum from the
Americans. In doing that they have a much
more instinctive approach to emotions than we
have, because we’re very cerebral. We study the
history of art, of cinema, but we don’t study

what makes a painting deliver an emotional
message. What makes an actor. In America you
have great actors in Italy unfortunately I think
we don’t. Why because American actors have
fewer barriers, of intellectual and mental
construction, that’s the difference in Italian
cinema. Over the last ten years, our filmmakers
are again finding a voice especially, with the
new group of young authors who are very
talented. We are talking about real emotions and
not just our Italian problems. I want to know
about fear, motherhood, sex. I don’t want to
know anymore about the suffering of existence
of something that is not real to life. We live in a
different reality today. American, have created a
formula, the dramatic formula, it repeats itself
in itself, over and over.it addresses very
comprehensible emotions that the public buys,
even the craggiest films they are able to make it
in some way believable to the public. The great
thing about America is that they are able to

open Starbucks in New York and they are
opening Starbucks in Italy, too, selling Italian
espresso coffee. They are able to embrace
without imitations and without prejudice and
make it theirs. I am very supportive of my
Italian cinema, but I think if we want to get
better, we also have to start to learn to be less
egocentric and less prejudiced and look at
what’s happening outside. As Europeans, were
are quick to say American films are banal, but I
want to see us I learn what’s good in—the
traditional acting, the traditional of
characterization and try to make it fit ours. Try
to make films that our problems, which are not
the impressions for existence the of intellectual
bullshit which is all in the mind of the
intellectuals. We want to know about real life. I
made a film about immigrants. We want to
know about our lives what do they feel. The
power of film is such that it interaction is felt
not only with the audiences but also with the
exchange of the filmmakers in what they want
to make. So recently we see American directors
making films like Million Dollar Baby or
Sideways. The American film industry is able
to make films amazing, fantastic special effects
movies which I don’t think the European
community will ever be able to compete with
but at the same time, they are able to make a
fantastic stories that touch some aspects of the
human experience that everybody reacts to.
And that’s what we have to learn to do. Aside
for the difficulties we need to overcome in
respect of the lack of funding for production
and distribution process, of making films that
have more relevance to the society we live in
today. I say this with respect but Italy is in the
hands of a few operators and very old ones. The
individuals who are heading the decision-
making bodies for film are people who are
sometimes not even in the film industry
structure. In Italy, it’s in the old village where
nothing changes. Who has more respect? The
old man? Why? Because he has lived more? He
has seen more? But in the dynamic society we
are living in, like who is more able to produce
content? The young people, because the young
people are the ones who are faster and more in
touch with what’s happening. And that’s the
problem in Italy. If I into Rai dressed like this,
(casual) they would never give me 10 million
Euros to put in a film because they would look
at me and say, who is this young guy. He is not
good enough to make a film. Better to give it to
an old man This may sound banal, but the fact
is in Italy the decisions made are not in the
control of the younger generations, the more
daring, more courageous, with a mind to the
international audience and that is a real problem
for the new breed of filmmakers like myself.

Mirco, the latest production from Cristiano Bortone
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SLEDGE directed by Brad Martin
Screenings: Nov. 2nd Fairmont #5 at 1:00pm and Nov. 6th Fairmont #3 at 11:00am

ULTIMATE FORCE directed by Mark Burson starring Mirko ‘Cro Cop’ Filipovic

HAUNTED BOAT directed by Olga Levens

YELLOW directed by Alfredo De Villa, starring Roselyn Sanchez, Bill Duke
Showing Market Promo

CHASING THE DRAGON written by W. Peter Iliff, directed by Chris Nahon

starring Wesley Snipes, Shu Qi

DEADLY DECEPTION written & directed by James Fargo

ESCOBAR written by Greg Mellott directed by Andrzej Bartkowiak

FAST FLASH TO BANG TIME written & directed by W. Peter Iliff

THE LAST WARRIOR written & directed by John Eyes, starring Vincent Perez

SHORTCUT MAN written by P.G. Sturges, directed by Neil Tardio

SIMON written by Alex Greenfield, Cam Cannon, directed by Dan Petrie, Jr.
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L A K E S H O R E
I N T E R N A T I O N A L

THE LAST KISS
Producers: Tom Rosenberg, Gary Lucchesi, Marcus Viscidi, 

Andre Lamal
Director: Tony Goldwyn
Cast: Zach Braff, Jacinda Barrett, Rachel Bilson, Casey Affleck 

with Tom Wilkinson and Blythe Danner
US Release: DreamWorks 
Status: Post-production 
_______

SHE’S THE MAN 
Producer: Lauren Shuler Donner
Director: Andy Fickman
Cast: Amanda Bynes
US Release: DreamWorks 
Status: Post-production 
_______

BLOOD AND CHOCOLATE
Producers: Tom Rosenberg, Gary Lucchesi, Hawk Koch
Director: Katja von Garnier
Cast: Agnes Bruckner, Hugh Dancy, Olivier Martinez
US Release: Sony Screen Gems
Status: In production 
_______

SCREENING AT AFM: 

HALF LIGHT
Producers: Clive Parsons, Andreas Grosch, 

Steve Samuels, Joel B. Michaels, 

Garth H. Drabinsky 

Director: Craig Rosenberg

Cast: Demi Moore, Hans Matheson 

November 3   11:00 am
Laemmle Monica #3

November 4    9:00 am
Laemmle Monica #2

UNDISCOVERED
Producers: Michael Burns, Bic Tran, 

Marco Mehlitz, Michael Ohoven 

Director: Meiert Avis

Cast: Pell James, Steven Strait, 

Ashlee Simpson, Kip Pardue, Carrie Fisher, 

Peter Weller, Fisher Stevens

November 5   11:00 am
Laemmle Monica #4

November 7   11:00 am
Laemmle Monica #4

LAKESHORE at AFM:  
Loews Hotel, Suite 731
Santa Monica, California
Tel: (310) 434-9450   Fax: (310) 434-9455

9268 West Third Street, Beverly Hills, California, 90210 USA
Tel: (310) 867-8000  Fax: (310) 300-3015
EMAIL: info@lakeshoreentertainment.com  
www.lakeshoreentertainment.com
CREDITS NOT CONTRACTUAL © 2005 LAKESHORE ENTERTAINMENT.  ALL RIGHTS RESERVED 
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It is very frustrating I would like to see more
trust given to the younger producers and a
generational change. The situation in which we
are now is probably the worst since the Second
World War for the cinema. That means some of
the older operators have failed. It’s time. for
them to move on. He who has failed should
move on. As a director, do I want my work to
speak of me as a person and be of global
significance to the outside world? Absolutely.
As a person, it’s obvious. As directors, we are
all in some ways global egomaniacs, we make
films because we want the whole planet, from
China to Madagscar, the universe if we one day
we go to Mars to watch our films. But, on
practical level, as I said before, we are in a stage

in Italy in which we must market our films to
the world. There is no other choice anymore.
We have to find a way to put together the
energy of the different European countries to be
able to produce a real European film industry.
We are partly achieving that now because you
don’t have to show anymore that you have
100% Italian cast. You can have 100%
European cast. It still qualifies. However the
problem that we have to solve has to do with us
as authors, not legislators—is the content.
because so far what we have labelled a Europe
film consisted of a Italy/France/England co-
production where we changed the pointes to
make it work. because it was the only way Now
after the completion of the European
Community it’s up to us to create and to find the
stories that in some way are understandable for
all Europeans and thus is going to give the
identity of the new European cinema. I think
more European rather than Italian, and I think
all the producers in any country in Europe
should now think European. I go to many of the
international festivals and markets, and I know
that many Italians don’t do that as yet and I
think its something they should do more.
Maybe you will meet somebody that lives on
the mountains of Switzerland an has a very
different problem and response to life than
somebody who is in the mountains in Italy, but
that’s not the issue. We have to find ways of
producing stories and themes that are universal.
Sideways is an example. It’s not a girl’s movie
but it’s a about a 35ish man, feeling a little lost
with their youth and then finding his best friend
and enjoys drinking wine,. that’s the feeling
that understandable to men in Switzerland

Germany or Spain. If we make a film about a
very Italian political happening in a small
town,- we would be naïve if we expected to sell
the film all over the world. We also need to
invest in developing our writers—and develop
the scripts. My company has been one of the
companies many times has received support the
European scheme for Media support. I have
found that support for development extremely
useful. They give you tokens that enables you
to buy rights, you can pay the best
screenwriters, you can have body of work and
from there you go on to make a film. The other
final difficulty is how does one become a
producer. I studied as a director with the hope
of making my films of making my dreams come

true. Over 15 years, I’ve learned a lot, and you
see the whole process 360 degrees. I have a
very great respect for the producer. The
producer is often portrayed the money-stealing,
the corrupted, pit of the worse attributes of a
human being. (and some are) But in fact, if you
think about it, the producers are the ones that
actually make the film happen. I have a lot of
respect for producers In Italy, I think the figure
of the producers has to be reevaluated. We have
some examples in the last few years like
Domenico Procacci have two or three new
producers that show that if you do a consistent
quality body of work, if you make ten fantastic
films, one after the other, that means that you
must have either the nose or to some extent you
are able to direct the production in the right
direction. And therefore responsible for the
outcome. In Italy, we follow the directors too
much and this also needs to change,

GIUSEPPE
P I C C O N I
Giuseppe Picconi’s latest project is
“La Vita Che Vorrei” (The Life I
Want). The film has been a critical
success, and won a number of festival
Awards. He established Libreria del
Cinema, a library, bookshop and
cafeteria dedicated to cinema in via dei
Fienaroli, in Rome. Libreria del
Cinema regularly holds Bookcase of
the Cinema, a forum for the exposition

of not only an evening dedicated to the
films of for example Monty Python
(October) but also holds
cinematographic laboratories with
experts and professionals in the field of
cinema for a broad-based audience of
the Italian film industry.  Giuseppe
Picconi says: “It was possible 20 years ago, or even 15

years ago, for the independent
producer to make films in Italy, but

today it’s very difficult. Production is
concentrated in the hands of two main
producers: Rai and Medusa, and actually both
are two faces of the same coin.  Although they
are making films that only finance prolific
producers like Domenico Procacci. There are
some freedoms outside of these structures, and
while I try to make films that are personal and
try to exist in the market, I don’t want to be
marginal. I want to exist. But it’s very difficult
in this moment. Collectively as directors,
producers, and writers, we need to discuss what
direction we can take to move forward. In Italy,
relationships do not exist between these three

groups. Everyone works in his own space. That
is why I established Libreria del Cinema as a
place where people interested in the cinema can
meet and have discussions. But there is a
feeling as a group that we cannot change things,
on either the production or distribution side. We
have multi-screens screens full of American
product. I have nothing against American
product. I think the situation is same in
Germany or England. There is no possibility
that a film can exist for itself. This is strange
because a tiny independent film called “Un’ora
sola ti vorrei”, which was exhibited on the
smallest screen of a three-screen complex, took
more money in three days than the others in the
complex.  It had no marketing behind it, but the
word of mouth and reviews from journalists
made this film a success, which is rare. When I
open a film in the theatres, I have just two
weeks for it to be shown in the theatres; I don’t
know if longer would give independent Italian
films the time to find an audience. Ten years
ago I had a small film in a small theatre for two
months and it acquired a cult following. Today
that is not possible. I think that the audience is
deserting the theatre. The arrival of DVD has
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while I try to make films that are personal and try to exist in the market
I don’t want to be margeinal

I want to exist but it’s very difficult at this moment

it had no marketing behind it
but the word of mouth and reviews
from journalists made this film a

success which is rare
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two faces. On the one side, I think that in the
future I may not have the possibility of hearing
the laughter of other people around me in the
cinema. On the other, it has brought life to old
Italian films. And some films need only the
DVD market. However, we cannot solve the
problems of film production and distribution that
exists in Germany, England, and France if we
don’t put together our strengths and solve it from
a European point of view. Not because we are
against American cinema. American cinema is
successful because even the worst American
film can get results against the best European
product because the American product gets
promotion. The guilt for this situation is not only
with the Americans, it’s with our journalists.
For us in Italy, journalist reviews are very
important for our films, but the journalists are
obliged by media dictates to always promote
the face of an American star, or push the
reviews of American pictures. The journalists
say this is the reality, and they don’t think they
have the responsibility to change this reality,
but they can fight against this reality. You can
fight for the good films that you review,
whether they are American, French or Italian. I
think films need to be personal to have optimal
audience reaction. I think my latest film, La
Vita Che Vorrei, can be a good audience film,
but you have to give it some time and trust it to
find its audience. We have to build and create
the market. The situation we find ourselves in is
global. In the small towns, there is only
television that shows the same largely imported

product. I personally think that the Italian
population is more intelligent. In Italy everyone
wants to make films that are similar to the
States, but the audience in Italy is not similar to
the States. We have to try changing the old way
to be filmmaker who makes films about the
personal experience. Today there is a tendency
to use the technology just because it’s there. I
don’t agree with this. We have to make films
about the personal experience that people in
Germany and England and France can connect
to.
There is a perception that Italian films have just
been about the Mafia and poor people, but there
are many stories and characters, and our
problems are different from other countries,
and this interesting. So we have a broad canvas
of stories in Italy to choose from, and we need
to develop films that allow our personal
experiences to be seen and understood by other
countries. With respect to how we can get the
Italian industry out of its present crisis, I don’t
like all the European films simply because I am
European. I think it’s difficult to sit around a
table and say, “Let’s try to make a different
kind of European films.” I don’t think we can
decide in the Ministry of Culture office what
kinds of films we need to do, and what needs to
be done to solve our present problems.  Within

American film there is a structure that has
consolidated over years. There is also a quality
of course of their tradition. That is important
for us to understand as filmmakers, but it’s also
a danger because we should not imitate it. Our
films need to be promoted more in order to
have the chance to be sold internationally. It’s
difficult to have a competition between the two
different kinds of filmmaking. I don’t want to
go to Los Angles to make a film, but I would
like to go to Los Angles with my Italian film. It
is true that now we are building a European
landscape of film, and we need to continue
building on this. I personally, as a director, want
to create my own films that speak to the
audience of my interpretation of a particular
subject. All over Europe today, the reality
programs on television show every aspect of
the human experience, many without shame. I
want to make films and programming that go
against this grain, that are drier perhaps because
they use less dialogue and instead use the
subtext to tell the story. This is the way I have
personally made my films, and I have been

fortunate to have been able to make just the
films I wish to make. In general for the Italian
film industry, I think we need to put more
resources into supporting today’s Italian talent.
We need finances so that our industry has
several avenues to pursue, not just those five or
six producers who have the capability to get a
film up and going.  We need to grow the grass
roots of our industry. Everyone recognizes that
this needs to be done. We all have different
opinions, but I believe that thinking in a
European context would be the right direction.
For me as a director, the director is the central
element in the film. I am the storyteller. I know
that I cannot exist without the producers and
the other people who make up the composition
that creates the film. But it’s important for me
to do my own stories, and my own vision of
films. Of course if Dario Argento called me to
do a film for him, I would be very happy,
because I have respect for him as a producer,
but as a director I prefer to do my own vision
and stories films. Part of our problem is that not
much is paid to the screenplay writer. I like to
collaborate with my writers to see the vision of
the film, but we don’t have the time or
resources to lock ourselves away and
collaborate on the film. So, if as an industry we
need to find new screenplay context to make

different films, we need more resources for the
screenplay writers. The subsidies are very
important, especially for those young people
who are trying to make their first films. There
were mistakes in the past with the commissions
where because of politics one person was
favored over another, but we need the
subsidies. Our industry depends on them even
though each year there is less and less. We have
tried to lobby for funds from the private sector,
such as tax shelters but nothing has come from
this. 
We talk of an Italian film industry, but many
people are currently out of work. At the
moment, people in the industry are working
because they have a passion for the cinema and
are not properly rewarded. Some people are
taking advantage of this, so the few films that
are being made have a vast pool, because if X
wont do the film, Y will get the work. This is
not healthy. I think that our government could
call for collective legislation across Europe
where it’s equal for producers from the member
countries to work with the directors or

there is also a quality of course of their tradition
that is important for us to understand as filmmakers
but it’s also a danger because we should not imitate it     –G.P.

Ghost Son, Lamberto Bava
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screenplay writers. There should be an
accord that applies to the distribution of
European films for every country. I believe
each country should show at least 10 films
from each member country. That way the
public can acquire a sense of European films
and build awareness for European product.
In Italy, we also need to make a variety of
different films, for example low budget,
without the problems of the trade unions. 
Paradoxically, if a young producer or director
wants to make a small film and only needs a

small crew, there is a law that specifies he
needs a certain number of crew, which means
he requires more money than he actually needs
to make the film, which is counter-productive to
growing an industry. Is being known as a
director outside of Italy important to me? Of
course it is—first for my bank account. (He
laughs.) I think it’s important for any director in
any country. If you are appreciated outside of
your country, it’s better for you, both for the
sense of the person you are and the director you
dream to be.”

LAMBERTO
BAVA
Lamberto Bava comes from a famous
film-directing dynasty in the Italian
Industry. His latest film Ghost Son is an
Italian-UK-Spanish-South African co-
production shot in South Africa.“In my view the biggest change over

the last 30 years is that in years gone
by we made many films and today we

make maybe 30 films per year. Why? I think
that 30 years ago Italian films were of a better
quality. Today, making a film creates such
economical pressure that it detracts from the
work as a director. Financiers don’t invest in
the Italian cinema. Italy is a small country, and
if a film is shown just in Italy, it cannot recoup
its cost. The second problem is our language.
We don’t speak English—me too. (He laughs.)
If our films are in our own language, it is not
attractive for the international market. I think
this is the fundamental problem of the Italian
film industry today. Generally speaking from
my view, the problem in Italy is not about the
substance of the films per se. We have young

directors who make films for the young
audience, and directors who make more
intellectual films, but we have just a few who
are able to make good movies. The other
difficulty is finding the money.
At the moment, the situation is such that the
State commissions have the decision power to
make films, which makes money only for their
friends not for the industry at large, and this is
not good. Personally, I have been able to make
films with American and European producers,
but it’s very Herculean. I remember when my
father Mario made films it was much easier.
Back then he worked with American and
European producers and financiers, but today
it is so very complicated. For ten years I made
a European series for television. It was
problematic because German people want to
see German films, French people want to see
French films, etcetera. We would like to think
this is not the case, but it is. Europe exists on
paper. In practical terms, this concept of a
European film or series is certainly not easy.
Europe exists, but all over Europe we are all
facing the same problem of finding the money.
The task of making a European film is to find
a European story. The mentality all over
Europe is different. Even within Italy if you
see a film that reflects the society in Rome,
in Milan they don’t like it. The solution to
the overall situation in Italy, which the
industry is officially and informally
discussing among ourselves and trying to

resolve, is a problem with many heads, one
of which in my view is that for many years in
Italy the Italian director has been revered. I
don’t revere the Italian director. For me it’s a
well-constructed story. For examples of good
cinema I look to the United States. In Italy
films – whether they are science fiction,
horror or intellectual – lack the basis of a
good story. For me as a director, if I like the
story, I want to make the film, but it has to be
commercial. I go to the cinema just like other
members of the public. I judge the film
whether it’s American, Indian, Japanese,
French, German, or Italian on whether it’s a
good story. The director for me is irrelevant.
Ghost Son, my latest film, is from an idea I
had two years ago. Even though as a director
I am well regarded inside and outside of
Italy, it was difficult to put the financing
together. It’s a big love story of a woman, a

very tense suspense story set on a farm in
South Africa. I took a female writer to work
with me on the script because I don’t
understand the deep psychological thoughts of
a woman. If I had wanted to make just an
Italian film it would have been easier, but I
want my film to be seen, so we hired very
good American and English actors. It’s an
Italian-Spanish-UK-South African co-
production and getting all the elements
together was intricate and tough. (He
chuckles.) The start date changed many times.
To make the film, I didn’t compromise the
essence of the story. At my age, I am fortunate
that I can make only those films that
personally appeal to me, however the
producers suggested South Africa instead of
Australia. I studied for several months the
ancient myths of the Aborigines and the Zulu’s
and we found we were able to adapt the story
well to shoot in South Africa. 
Going back to the overall situation and the
questions we face in the industry today, I was a
producer/director for many years. I prefer to be
a Director. In the industry you need to be a
writer/director, a director/producer, or a
producer/writer to get your projects made.

Personally, I don’t think that one person can do
any two of those functions effectively. The
society we live in today, because of economics,
sees one company making shoes, handbags,
and shirts. As a third generation filmmaker, I
think the best scenario for the industry is: we
need the director to direct, the producer to
produce, and the writer to write. Can we regain
our position as filmmakers on the world stage?
Perhaps. But we cannot do it just by being
Italian. The state needs to put much money into
the cinema. I don’t understand why the State
cannot see this because films are a reflection of
society. For the Italian Industry to survive, we
need to make ‘international’ films. I don’t
agree with the  ‘European’ film. I think we
have to find financing in Spain or France or
Germany, and concentrate on making a film
with a story that has the appeal to play in all
countries of the world.’

which means he requires more money
than he actually needs to make 

the film which is counterproductive 
to a growing industry

the state commissions have the decision
power to make films which only makes

money for their friends not for the
industry at large

for many years in Italy the Italian director has 
been revered I don’t revere the Italian director

for me it’s a well-constructed story
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International Focus & Debate
Have the Global Film 
Festival & Markets 
Lost Their Core Focus?

TBOF:You and I both agree that Film festivals &
Markets have lost their original thrust as to
what they should be. Let’s kick off the
discussion with that thought.

CB: I believe that film festivals, including the
ones I'm associated with, have started to
lose—not necessarily their focus—but
what film festivals are intended to be. I
think that if we look back and are honest
about the concept and the objectives of
film festivals, we are supposed to
showcase independent films with an
attempt to find distribution for that
independent filmmaker and help him or
her promote that film. That is where the
programmers who program one or more
film festival can perhaps help the process.
Perhaps a programmer says, "Okay, this
film that's been submitted for
consideration for Bangkok doesn't fit. It
doesn't fit for this or that particular reason,
but I could put into another film festival."
I think it's a matter of matching up where
you can get the best exposure for the type
of film that you have. I just recently
moderated a panel of international film
festivals in Las Vegas where there were
film festival people, distributors and
filmmakers from around the world. It
became evident that a given film might not
fit here but it could there, and we
challenged  the filmmakers to take on the
responsibility of finding out what film
festival worked best for them.  

TBOF: There is a geopolitical reason why film
festivals exist at all. Almost every single
town in every country in the world now
has a film festival, and primarily it's to
drive the local economy. It’s one of the
singular intents of the Bangkok Film
Festival. So how do Film Festivals equate
helping independent filmmakers find
distribution for their films with driving the
local economy of a city?

CB: Going back to my first association with
film festivals back in the early 90's when
Palm Springs was founded with then
Mayor Sonny Bono, it was created for the
sole purpose of pulling tourism into Palm
Springs. In a short period of time, it took
on a life of its own. It was a film festival
promoting film, but as a result of the film

festival’s success with festival attendees,
tourism was increased. It’s the same thing
with Bangkok. It's financed and
underwritten by the Tourism Authority of
Thailand with the objective of encouraging
tourism to come to Thailand. The money
that they've allocated for us to manage the
film festival, bringing in filmmakers,
distributors and international media, is
making the film festival better, but as a
result, hotels are filled, airline schedules
are booked, and restaurants are full. So I
think everybody wins. It's a perfect
marriage. I think we do meet everyone's
objective—tourism, business, and
filmmaking—once the film festival's over,
if we've done our job, the government has
properly communicated to the filmmakers
why they should come back to that country
to shoot their next film.

TBOF: Among the hundreds of film festivals
worldwide, I can see where the objectives
for the government and the festival
organizer are met. But can one really
sensibly argue that the filmmaker's dream
is really being met? At every film festival
you have thousands of people coming to
realize their dreams of getting their films
shown, seen, or picked up for distribution.
In fact, many of them don't get the
exposure they should, and when they go
back to their countries there's no
distribution system to enable them to get
their film shown after quote-unquote being
at the ‘X’ film Festival. My diagnosis is
that maybe we should get the governments
involved in distribution. They’re involved
in everything else, so why don't we get
them to allocate one screen from the
multiplexes, so that one screen shows
nothing but independent films that have
been to film festivals. Otherwise, how will
the dream of the independent filmmaker
become a reality? Everybody is making
money: the government, the airlines, the
festival organizers, the hotels, and the
restaurants. What is the filmmaker
ultimately getting out of it? 

CB: It is a problem. You hit it right on the head.
I don't think there is an answer for every
filmmaker. For every hundred films you
look at – and you're searching diligently

for those films you want to be a part of
your film festival – if you find five or ten,
you're very, very lucky. So, not all films
warrant the exposure, the publicity or the
solicitation of trying to find distribution.
With that said, I do like your idea of
selecting a given number of films and
having one screen promote a selection of
films, or the ones that you think are the top
of the line. It becomes very subjective, but
at the end, in that film festival's opinion,
these are the top films that we're
promoting and pushing and trying to help
the independent filmmaker.

TBOF: Even the one or two films that you do
select, where's the guarantee that they get
distribution? I don't think anyone tracks
what happens to these films once they've
been to the film festivals. From the
Government’s viewpoint, it’s those very
people who are increasing tourism. So,
maybe the Bangkok Film Festival
underwritten by the Tourism Authority of
Thailand can take up the mantle, and the
films that win can continue being shown
and promoted for a short period of time
after the event. It requires getting the
distributors involved, but that’s a small
price to pay for the economic benefit to
Bangkok. Furthermore, if the ultimate
objective of film festivals is to help the
filmmaker, which is the bottom line, then
surely this is a just natural progression, and
if we agree that it is, why can’t it be done?

CB: That is the perfect scenario of how a film
festival project or organization could
accomplish what I think is their original
objective, which is to continue the
promotion and distribution of the films.
The answer to ‘why?’ is a difficult one to
follow through and you've touched on it.
The theaters involved are booked by
distributors with other films who put
pressure on them to show the films they've
got locked under the distributors’
arrangements with the theater. 

TBOF: My argument is: why can it not be a government
initiative? The Thai government is already very
involved. The film festival brings great benefits
to the country, to tourism. They are so involved
in the whole process; why not take it one step
further?  It's just a hop, skip, and a jump.

Craig Prater

In an exclusive forum, The Business of Film presented the debate: Have the Global Film
Festival & Markets Lost Their Core Focus? Craig Prater, Film Festival Management and
current Director of the Bangkok International Film Festival, and Elspeth Tavares, publisher
of The Business of Film, discuss the issue of ‘Can something more positive be done to find
distribution for the hundreds of films that are shown in Film Festivals worldwide?’
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CB: I'm not sure that the government is the
answer. Why? Let's take Bangkok. When
the film festival's over, it's history for the
tourism authority of Thailand books until a
few weeks before the next year, because by
the next day they're onto the next event,
the next tourism funded thing. They are no
more geared to a film festival or a film
project anymore than they are to a
celebrity golf tournament, a fashion show.
But I do think that is something. Painting
the perfect scenario as you were doing
there, after the film festival leaves and
there are ten films—the cream of the crop
—that won awards, a local film society
should pick those up and be the driving
force all year long in that particular area. I
think you would accomplish more that
way than by trying to work with the
government. The government has too
many other things to do.

TBOF: The governments, and this not only applies
to Bangkok, have the ability to implement
the initiative, not necessarily to a film
society body but to ‘some’ body. My point
is that there is a structure already in place.
It is a demonstrated fact, time and time
again, that film festivals are a tremendous
boost to the local economy of any city.
Therefore, if filmmakers could feel that by
going to film festivals they're actually
going to get their films shown to the
public, which is why they make movies,
then it’s a logical step. With the many
benefits the government reaps directly and
indirectly, it is in the ideal position to
innovate something that will, in the long
run, make the film festivals even more
attractive for filmmakers. 

CB: The concept is right on. But the challenge
would be convincing the government,
whatever the government is, whoever the
government is, that the film festival event,
the film business in their country, warrants
being moved up to a priority on their list.

TBOF: They have already made it a priority by
the fact that they've invested so much in
promoting ‘we not only want a film
festival, we have incentives for film
making.’ Media and communications are
the virtual industrial revolution of the 21st
century.

CB: I'm not sure of that. I think I would have to
be convinced. Again, I'm going from the
government’s seat. It's up to whoever's in
power at that time to decide: do I want to
keep pushing and supporting this film

festival, or do I want to support some golf
tournament, or a tennis tournament? I
think it becomes a very personal thing
based on who are in power at that time.
What are their interests and their
priorities? For example, in the past year, I
have been sending proposals to some
central European countries on film
festivals. We were ready to sign the deal in
a couple of locations, and government
elections took place, and priorities
changed, and we were out the door. 

TBOF: That's true of perhaps developing
countries, but one must look at and accept
that the broad social level is already in
place in sophisticated countries such as
Thailand or Germany. Within Germany for
example, several film festivals are
competing for the economic coin. Given
that film festivals are part of a culture and
given that that culture has actually grown

another sector of the geopolitical map,
there are many instances where films and
film festivals have given locations around
the world incredible economic advantages.
A good example is Austria where The
Sound of Music, which depicts the beauty
of Austria 40 years on, is still coining an
economic advantage for Salzburg to the
tune of several millions annually. I
understand what you're saying about the
different priorities and who's in
government with those particular
governments, and that it is a question of
money and social positioning in terms of
that country’s overall growth. Given all
that, in the sophisticated matured
countries, I don't see why it should not
possible. If the Film festival event
becomes much more attractive for the
filmmaker, it becomes more attractive for
the government. The government will then
have a built-in certainty to fuel further
domestic growth, and the filmmaker will
know, "If my film is selected for the
Bangkok Film Festival, if I win a prize,
then ultimately my dream of why I'm a
filmmaker takes on a real purpose because
I have the possibility to be shown in the
theater in Bangkok and be seen by the
public which makes my dreams a reality,’
which is what the film festival is feeding
off to begin with anyway.

CB: I agree one hundred percent with your
logic and rationale.  That's the perfect
world and I wish it were the norm
everywhere. I have been involved with the

political arena most of my life, and
politicians and the art world can
sometimes be oil and water. I would rather
see that ultimately perfect scenario you're
painting remain as you described it, but it
would be in some way be better executed
by removing the government involvement! 

TBOF: When I say government, I mean
government of the people, by the people,
for the people. It's really a question of
somebody taking the initiative, and that's
really what I'm advocating: an initiative
on behalf of the filmmakers. Whether
you make it fiscal, political, or cultural,
actually doesn't matter. The concern is:
why are all these films shown in all these
festivals? Why do we say that there's so
much opportunity for the filmmaker?
Why are we investing so much money in
trying to get films made in these
countries? Clearly governments and
political or cultural initiators recognize
that a film festival is important. On the
one hand, the ‘event’ is the film festival.
You have one entity the festival itself,
which you organize. On the other hand
you have the filmmakers without whom
you wouldn't have a festival. The
filmmakers are bringing all of their input
into your festival event, and that festival
event is bringing hard economic currency
directly into the local businesses.
Everyone is benefiting, Where's the end
game for the filmmaker?

CB: It goes back to the original point where
we started in this discussion, which we
have lost sight of: the originating
objective to support the filmmaker.
Finally, I don’t know the answer to this.
I'm curious. I wonder why theater
owners, particularly privately owned
theaters, don't try to land direct deals
with some of the filmmakers.

TBOF: Part of the answer – I have a friend who
actually runs a private theater chain – is
that independent filmmakers don't have
the know-how. It's a big game out there.
You have 186 films. How many films did
you see – 500? All those people you had
to contact, all those people you have to
know. I've been in the business a few
years, and I know quite a few people but
I don't know everyone. It's the same as
funding movies, distributing movies and
making movies. Some people have, or
know, parts of the whole. They know that
they want to get from A to D, but actually
the space in between is pretty damn big,
which ultimately is part of the problem.

TBOF: So the conclusion is that whilst the concept
is worthy, it’s not practically feasible for a
variety of reasons that involve so many
layers of  the complex machine which is
the production and distribution of
independent films.

the filmmakers are bringing all of their input into your festival event 
and that festival event is bringing hard economic currency 

directly into the local businesses everyone is benefiting 
where’s the end game for the filmmaker



We chose to run Images in Classic Black and
White, and invited our supporters to opt for
the same in their messages of

Congratulations, because they are The Business of
Film’s true colors.

In our very busy 2005 lives, I came to the
conclusion that to regurgitate reams of copy was
not only a waste of paper and crime to the

rainforest, but to The Business of Film’s credit, with
all modesty, we have paved and predicted the way and
the publication’s readership knows us well. We also
credit and respect our readership’s innate knowledge,
c r e a t i v i t y, experience, and sense of fun that recognizes
our independent play. The Business of Film takes
great pride in its many first accomplishments. In some
cases we were so ahead of the curve that when others
caught up, as they ‘appear’ to have today, with our
thought on independent filmed entertainment, what
lies ahead already sees us researching from US to
China the impact of the current effects over the next
10 years. I strongly believe it’s an exciting and
challenging time for the independents. With a
multitude of possibilities open in the many platforms
and VOD, we need to pivot 360 degrees. T h e
embedded knowledge and experience will take care of
the fundamentals of producing, and financing.

The needed pivot is to take a breath and fully analyze
where Distribution is headed. As independents, one of
our weaknesses is our lack of time to ‘take five’ and
annualize the ‘global picture’. Some of us can and do,
but generally we are all just working our butts off
keeping up with the myriad complexities, law suits with
the majors over earned residuals, chasing receivables,
etc, etc, etc. The daily grind of many businesses is
exacerbated in our sector by the overwhelming problems
of piracy and the tardiness of the film community’s
various bureaucratic organizations to be proactive to
protect our valuable asset. The fabric of our society is so
deep, diverse, complex and flexible that it offers many
opportunities for all independent producers to express
and profit from their visions on celluloid.

Distribution is the ultimate end game for
independents (and for our small publishing
company too). We need to catch the current

tide of events and ride that ocean’s reoccurring wave to
the maximum. And we will because we are the
independents – the core and heart of the international
filmed entertainment business, the freethinking, free-
wheeling, untamable individuals who never take ‘no’ f o r
a n s w e r, and who process the indefinable assets of
complex creativity with determination, persistence, and
passion for Film.
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The Uncommon Common Denominator II
Images of Executives, Talent & Films that have shaped the past 25 years of the
Independent Film Industry through the pages of The Business of Film

I salute you, and I look forward to many more years of continuing to be of service to you. 
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Images of Executives, Talent, and Films
that have shaped the past 25 years of the
world of the Independents through the
pages of The Business of Film.
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IMAGES INDEPENDENT PRODUCT

1980 - 2005

Risky Business – Warner Bros.

Angelika and Joseph Saleh

Biloxi Blues Dirk Bogarde Richard Attenborough & Ben KingsleyGarth Drabinsky

The late Irving Shapiro & Red Silverstein

Christine Aimé

Tom Gray

Guess Who’s Coming to Dinner

Robert Shaye
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that have shaped the past 25 years of the
world of the Independents through the
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clockwise from top left: Paul Hert z b e rg ,
Louis George, Sundip Shah, Robert Meyers

Professor Keyan Tomaselli Ronnie Gerschtanowitz Pelle The ConquerorBlack Eagle – Imperial Entert a i n m e n t

Bob Geldof, director of Cowboys “Apparently the bank expressed interest in getting into film finance.”

Highlander

What movie is this starring Kevin Costner and James Earl Jones?

Pamela Pickering

Anant Singh

Michael Herz
Robert Steuer
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Michael Dalling

Deadly Pursuit clockwise from top left: George Helyer,
Robert Chow, Sunil Shah, Meyer Gottlieb

High Road to China

Federico Fellini

Danny Dimbort

Robocop, an Orion picture by Rank Film Distributors

Bill Duke on the set of Rage in Harlem

Thomas Byrnes & Harris Tulchin

The Last Emperor from producer Jeremy Thomas
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Dennis A. Davidson Nia Long and Cuba Cooding Jr. Debbie Allenclockwise from top left: Sam Grogg,
Robert Berney, Dieter Menz, Anna Chi

A Clockwork Orange – Warner Bros.

Avi Lerner

Michael Schultz

Al Pacino

Stephanie Allain

Spike Lee

John Witherspoon and Phyllis Stickney in Dirty After Dark – New Line

Mario Van Peebles in New Jack City
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E rrol Morris director of Thin Blue Line

Pedro Almodovar’s Tie Me Up! Tie Me Down! Paul Hogan in Crocodile DundeeGuy Pearce in Flynn

Martin Scorsese’s Goodfellas

Trevor Short

Marin Scorsese’s The Last Temptation of Christ starring Willem Dafoe

Mississippi Burning

Milena Rimassa

Strauss Zelnick

Clive Tickner, John Maskell & Alastair Reid on hthe set of Traffik

Gene Hackman
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The late Richard Harris

Roberto Cimpanelli
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Avie Lerner, manager of Nu Metro with Richard Chamberlain Rocco Viglietta Lisa HansenSalaam Bombay

Slam Dance enjoyed renewed life via DVD in the UK

Craig Emanuel

Bruce Willis in Die Hard

Mario Cecchi Gori

Christian Halsey

Marco Colombo

Images of Executives, Talent, and Films
that have shaped the past 25 years of the
world of the Independents through the
pages of The Business of Film.
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Congratulates
Elspeth Tavares & 
The Business of Film
On Its 25th Anniversary 

MI C H A E L JAY SO L O M O N

Thank you for your support over many
years & my sincere best wishes for your
continued success.

Michael

Solomon Entertainment Enterprises
14 Beverly Park, Beverly Hills, CA 90210

tel: 310 205 6220  fax: 310 205 6296  michael@solomonent.com
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David Puttnam

Nigel Green Patrick Wachsberger clockwise from top left: Ernst Goldschmidt,
Gloria Feldman, Fred Turner, Jim Daly

Steven Spielberg in front of 
Elmtree Studios

Frans Afman

Antonio Blanco

Michael Ryan

Donald Sutherland and producer Peter Kroonenburgh

Merry Christmas Mr. Lawrence

My Left Foot

Daniel Marquet sex, lies and videotape

Yoram Globus Menahem Golan
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INITIAL 

E N T E RTAINMENT 

G R O U P

CONGRATULATES

ELSPETH AND 

THE BUSINESS OF FILM

ON YOUR 25 TH

ANNIVERSAR Y

HEAD OFFICE

3000 W. Olympic Blvd., Ste 1550  Santa Monica, CA 90404 

Tel: (310) 315-1722  Fax: (310) 315-1723 

AFM OFFICE

Le Merigot Hotel  Suite 214 

Tel: (310) 395-9700  Fax: (310) 395-9200
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Jorge Gallagos

Daniel Day Lewis and Gordon Warnecke in Working Ti t l e ’s My Beautiful Laundere t t e

Michael Mendelsohn

Backtrack

Images of Executives, Talent, and Films
that have shaped the past 25 years of the
world of the Independents through the
pages of The Business of Film.
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Premila Hoon

Lisa Wilson

Pelle the Conqueror

Jon Amiel

Michael Jay Solomon, Kathy Morgan Claus Czaika and Tonny Tulleners

Mandela Greg Bernstein
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Mario Kassar

Mark Amin

Mark Damon

Lloyd Kaufman

IMAGES INDEPENDENT PRODUCT
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Images of Executives, Talent, and Films
that have shaped the past 25 years of the
world of the Independents through the
pages of The Business of Film.
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Steven Paul

Ernst ‘Etchie’Stroh

Andrew Vajna Douglas WitkinsAngel

“I know Isaid to spread the risk on the
new feature Jones, but this is ridulous!”

Fernando Trueba talks to Jeff Goldblum on the set of The Mad Monkey.

Filmmaker Marina Goldoskaya with Robert Redford
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CONGRATULATES
ELSPETH

&
THE BUSINESS OF FILM

on
25 YEARS

Here’s to the next 25!

Paul Hertzberg, Lisa Hansen, 

& ALL of US at

8255 Sunset Blvd., Los Angeles, CA 90046 USA. Tel: 323.654.4000. Fax: 323.650.6400

www.cinetelfilms.com
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Menahem Golan

The late Marshall Schacker A Zed And Two Noughts Triumph Of The SpiritJanathan Dana

Micheline Keller The Whistle Blower Clive Parsons

Itzhak Kol

Stephen Friedman

The Business of Film’s first protege, the late Oscar Moore on location 
in Australian with Sean Jenkins

Frank Mancuso
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It has been a pleasure to have the magazine and its valuable
contents available at all the major markets over the past 25 years 

It’s all about STAYING ALIVE, ELSPETH
and you have shown how to do it.

Keep STAYING ALIVE.

175 Bloor Street East South Tower, Suite 1011
Toronto, Ontario M4W 3R8, Canada

Nick Stiliadis & The Team

Congratulates 
Elspeth Tavares

&
The Business of Film’s 25th Anniversary

A Terrific Lady & A Fantastic Job Well Done
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Maurice

Madonna and Sean Penn in Shanghai Surprise Prick Up Your EarsSimon Olswang

Antony Ginnane

Adriana Chiesa

Tom Jeffrey Michael J. Werner

Lasse Hallstrom, Director of My
Life As A Dog

Oliver Stone’s Salvador

Bettin Welch, Patricia Kennedy and June Jago on the set of Departure
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