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COMMENT

the 60th Cannes international Film Festival has
fully embraced the technological advances that are
rapidly engulfing the worldwide film industry. No

one knows for sure where the road will take those of us
with a passion for film, who have been involved in this
great business most of our lives, except to know that each
month the road not only turns but brings with it
uncertainties we can’t anticipate, and that the speed at
which the technology is advancing is akin to the scariest
Stephen King novel. Not that some of us don’t live scary
lives, some of us positively thrive on it, but to know fear is
to know anticipation, and to know anticipation is to relish
fear. Hence I accepted the announcement, made with quiet
assurance and great aplomb befitting the Grand Dame of
Film Festivals, that on the opening day a ‘quiet’ moment of
reflection will be offered on the opportunities and
challenges of the next decade by holding a conference
focused on the evolution of audience practices and the ties
between cinema creation, and new promotional and
broadcast platforms.  
I love Cannes. I adore the films. At its 60th Anniversary, we
all should be taking a quiet moment to celebrate the great
richness of talent and events that have occurred over the six
decades. I would love to have seen nothing but old classics
for the entire festival, something totally original from the
Festival I revere and respect because it’s a unique event.   

the past 60 years have been the most innovative of
many of the decades. Why? Because through the
decades up until the 80’s the world was full of

promise and anticipation and opportunity for the young
filmmaker to truly appreciate. The greats of yesteryear will
soon be gone, and, in many instances, an opportunity lost to
take one last look for a generation of youngsters growing
up on violence, greed, and a lack of anticipation except to
get the next fix of a consumable that holds their attention
for ‘one day’.  

Madame Grand Dame, we complain (with the
lightest of heart). Because we love you, we expect
only the best from you. We expect originality of

thought and action. Imagine how extraordinarily exciting it
could have been if the whole program had been about films
of yesteryear. How fabulous to bring back the mode of a

quiet moment of reflection. How innovative to give us an
opportunity to take a breath and look back and contemplate
the development of our lives 
as they have been affect by the great films of the decades. 

every Festival for the past several years has
trumpeted the speed of ‘tech’. No one knows the
answers. The savvy take advantage and gallop us

towards a boom or bust as with the dotcoms. It won’t be a
bust this time because the interested parties are all so
tightly linked in a ‘one world one company’ mentality that
that ‘one world’ is a component of all of us, whether we l
like it or not. 

We welcome back some of our favourite programs.?The
Festival de Cannes 5th Europe Day, takes place on
Saturday, May 26th, with its inseparable component, the
Marché du Film, focused on the international motion
picture business and welcoming an ever-increasing number
of attendees, producers, exporters, distributors, and
financiers, hailing from all five continents. 

THE VILLAGE (which previously was Village
International) offers a one-stop shop for film producing
countries to present and promote, within a national
pavilion, their film industry, culture and institutions, as
well as develop exchanges. This year, we welcome five new
countries: Bulgaria, United Arab Emirates, Italy, Nigeria
and Tunisia, all bringing the flavors of their nations to The
Village of Cannes. 

we love Cannes Classics and the Festival’s
foresight to uphold and celebrate rediscovered
great cinema, with restored prints and theatrical

or DVD re-releases of the landmark works of ‘our’
heritage. We just would have loved you to have gone
totally over the top and take us back in time for a mere
10 days from this mad, mad world. The morning press
screenings at the Palais, to which the Cannes Press office
provides easy access, were an astounding success last
year, and I both look forward to them with anticipation
and relish the fear of ‘the films in this year’s line-up’.  

We LOOK To You Grand Dame For Originality, Innovation &
Respite From The ‘Tech’ Train That Has Made Many Stops
Since The Start Of The Film Calendar Year
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In what can be described as a
forward-thinking ground-breaking
agreement, Metro-Goldwyn-
Mayer Studios Inc. (MGM) has

entered into a partnership with
producer/director/actress Salma
Hayek and her partner Jose Tamez to
develop, produce and acquire filmed
entertainment that either draws on
Latin themes or features Latin talent,
both in front and behind the camera,
while having worldwide, mass
market appeal.
The equal partnership between
Hayek’s Ventanazul production
company and MGM follows the
studio’s commitment when it re-
launched last year under Alan Horn
and Rick Sands to structure new
ways of involvement in film by
empowering proven talent with
creative control over their content,
while focusing on the studio’s
distribution and marketing expertise.
Ventanazul will be housed at MGM,
and plans call for the financing of the
company’s productions to come
from MGM as well as from outside
structured financing. 

“My conversations with Rick Sands
and the MGM team have been
tremendously exciting,” Ms. Hayek
commented. “We have been
developing for months a plan to
create an identity for the company
that specializes in the Latino market
without isolating the rest of the
audience. I’m confident to say that
with the help and support of MGM,
Ventanazul has a specific vision that
sets it apart from some of the
stereotypical efforts made in the past.  
What’s important to us is integrating,
not separating. This deal represents
an amazing opportunity to draw
upon the entire range of ways the
Latin world can contribute to the
film industry. Each project has a
different element: from supporting
our incredible talent behind the
camera, to telling uniquely Latin
stories like that of Frida Kahlo, to
creating unforgettable characters--
who just happen to be Latin--like

Ugly Betty. We want these movies
to appeal to everyone, but we also
hope to make Latino audiences
proud.” 
Ms. Hayek will serve as President
and CEO of Ventanazul, and Mr.
Tamez as President of Production.
The company plans to bring two to
four film projects to the marketplace
per year, with MGM handling
worldwide marketing and
distribution. Ventanazul will tap a
large talent pool, including Latin and
non-Latin performers, filmmakers
and writers, for a broadly defined
slate of recognizable genres:
dramas, comedies, thrillers, horror
films, youth market movies, family
movies, and prestige films. In many
instances, projects will be sourced
from the rich and diverse Latino
heritage, but realized in a modern
and accessible way, for a
mainstream domestic and
international audience.

Rick Sands

Forward Thinking MGM Gets Into 
The Diversity Sector With Ventanazul

Jamiaca and The UK signed an
historic film co-production Treaty
between the two countries, which
further cements the deep cultural ties
between the two countries. An after-
signing reception hosted by British
High Commissioner Jeremy
Cresswell was attended by invited
guests headed by former West Indies
star batsman Lawrence Rowe.
Commissioner Jeremy Cresswell
commented at the signing: "I think it's
symbolic that our two nations have
signed an agreement that I think will
bring our two nations much closer
together, which is the co-production
treaty on film. But also, what I think
we have been able to do over this
three or four days that I have been
here is talk about how we can get
sports to link much more effectively
between our two nations as well.
And I have no doubt that what we
signed today will help us link
together our universities, and other
sectors from both countries, and I
think it will continue to develop over
years to come." 

In February 2005, the government of
Jamaica was invited by the then
minister of culture, media and sports
for the United Kingdom, Tessa
Jowell, to partner in the signing of a
film co-production treaty at Jamaica
Trade and Invest (JAMPRO).
Under the proposed co-production
treaty, UK nationals working on co-
produced films with Jamaican
filmmakers are eligible to apply for
UK National Funding and the benefits
under the UK's tax relief structures.
According to a press release from
JAMPRO, local expenditure on film
projects attracts incentives under the
Motion Picture Encouragement Act,
including a nine-year tax break on
profits, duty waiver on imported
equipment and bond waivers. An
important factor in the co-production
agreement is the maintenance of
balance in the filmmaking
contributions of each co-producer,
and in the cultural benefits to each
country. The co-production treaty
seeks to encourage the creation of a
strategic and sustainable series of

economic and cultural partnerships
with the UK. Del Crooks, Jamaica’s
Film Commissioner, said: “This
signing is the result of many months
of negotiations spearheaded by
Jamaica Trade and Invest (JAMPRO)
and we have worked in close
collaboration with other government
agencies and members of the film
industry to make this happen.” The
partners include the Ministry of
Tourism Entertainment and Culture,
the Ministry of Foreign Affairs and
Foreign Trade, the Attorney General’s
Chambers, and the Jamaica Film and
Video Producers Association. Crooks
added: “The treaty will result in the
transfer of skills to members of our
local film community and open up
opportunities for sharing production
services”
Jamaica Trade and Invest saw the
success of similar co-production
treaties undertaken by other countries,
including Australia, Canada, New
Zealand, and France, and vigorously
pursued closing this deal anticipating
that it will result in innumerable

economic gains for the country. Legal
advice was facilitated by Myers,
Fletcher and Gordon. 
Filmmakers in Jamaica and the
United Kingdom have been waiting
for this milestone event. In 2005-
2006, the film industry in Jamaica
was estimated to have earned over
J$900M from overseas production
companies that used Jamaica as a
location, and about J$200M from
local projects. The local industry
employed over 1,000 persons during
the same period.

Jamaica Signs Long Awaited 
Co Production Treaty With The UK
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High Point international is the sales
agent for Kings, screening in
Cannes. The first Irish/English
bilingual feature film and the first
Irish language feature film to be set
in London, the screenplay for
Kings was adapted by Tom Collins
from Jimmy Murphy's acclaimed
play, The Kings of The Kilburn
High Road. 
“Our aim was to make ‘a foreign
film’ in England, because I’m no
longer sure England as we knew it
exists,” said Collins. “Our characters
still talk in Irish in an attempt to
accentuate their personal and
national bond and their language is to
them their last act of solidarity. This
is an untold story off immigration

and loneliness which continues
today with migrants from Lithuania,
Poland and China. The Irish helped
to build London, and this film looks
at some of the casualties of that fate.
I'm not saying every Paddy had a
hard time, many came to London
and made a good life for themselves
and most had a far better life than
back in Ireland, but some fell
between the cracks.” 
Carey Fitzgerald, MD High Point,
commented: “I first met Tom at the
Film Fleadh in Galway three years
ago, and was struck by the strong
sense of vision he had for the story he
wanted to tell. Speaking as someone
who comes from a family of Irish
immigrants myself, I feel
passionately that the story of Kings
is one that needs to be told as so
many of us come from somewhere
else. If film has a duty to reflect the
world back to us, then Kings passes
with flying colors and we are proud
to be the ones flying its flag.”
Kings is the latest project from Irish
director, Tom Collins, who produced
the multi award-winning Hush-A-
Bye Baby, produced by Jackie
Larkin, the first feature film for her
company Newgrange Pictures.

The Spain based animation
production company Dygra Films
entered into a strategic   agreement
whereby Los Angeles based sales
agent Fantastic Films International
will distribute worldwide (except
Spain and Portugal). Dygra’s third

animated feature film is Spirit of the
Forest. The agreement calls for the
access of major partners in each
country with a joint release to
maximum return of a global release,
and gains access to all the North
American markets. Manolo Gómez,
President of Dygra Films,
commented: “This agreement is a
great jump for the
internationalization of our
productions and ratifies the interest
that these cause in the rest of the
world. I am very excited about this
new collaboration stage with
Fantastic Films International, which
will allow us to approach
international sales globally, and
above all, it will give us access to the
difficult North American market.”
Roxane Barbat, President of
Fantastic Films International, said:
“Our company is committed to
representing feature films with a
unique combination of great writing

and flawless production, which
create universal stories that will stand
the test of time. We are delighted to
have entered into this relationship
with such a uniquely talented
animation house as DYGRA. Mr.
Manolo Gomez’s artistic sensibilities
are a perfect match for our company.” 
Fantastic Films International
introduces Spirit of the Forest
alongside Agent Crush currently in
post production in the UK, to its
family of buyers at the Cannes
International Film Festival.
Dygra, of the production company
Dygra Films, is the only 3D
animation studio in Europe that takes
a 3D motion picture from concept to
delivery. Extensive work in R&D has
allowed the creation of a ‘unique’
work model. In 2002, the company
was nominated for the Príncipe
Felipe Award for Business
Excellence in the Technological
Innovation category. Dygra’s first

two feature films, The Living Forest
(2001) and Midsummer Dream
(2005), have garnered international
successes and three Goya Awards.
Currently Dygra Films is developing,
among other projects, two animated
feature films, Spirit of the Forest
and Holy Night!
Launched in 2001, Los Angeles-
based Fantastic Films International
(FFI) is a full service, worldwide
sales company created by Roxane
Barbat and Fred deWysocki, and
specializes in theatrical films with
budgets up to $60M. In 2004
Fantastic Films expanded its role into
Executive Producing enabling them
to apply both expertise and resources
to desired product by getting
involved at the early stage. The
company’s stated goals are to
represent only "fantastic"
independent films that entertain,
educate, challenge intellect, engage,
and enlighten. 

Colm Meamey

Mad Money - Available from Nu Image

Roxane Barbat

The Irish Gain 

FFI to Exclusively Distribute 
3D Dygra Films Worldwide
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The newly formed Dreamachine
attends Cannes with worldwide
distribution rights for Battle for
Haditha, Nick Broomfield’s
controversial new drama currently
shooting on location in Jordan.
Working with a cast of unknown

actors, including Iraqis and former
US marines, Battle for Haditha, is
completely improvised based on a
detailed treatment written by director
Broomfield and his Co-producer
Anna Telford. For the duration of the
production, the cast have been
billeted in a reconstructed Marine
Base where they live and work under
the camera’s eye. 
Tim Haslam, CEO of Dreamachine,
said, “Nick Broomfield is the
consummate investigative filmmaker
with a compelling voice and a unique
style. Battle for Haditha, is a story
that must be told, and Dreamachine
looks forward to working with Nick
to take it to a worldwide audience.” 
Based on an incident that took place
in Iraq in 2005, Battle for Haditha,
re-enacts a series of events that begin
when Iraqi insurgents bomb a convoy
of US Marines, resulting in the death
of one of their most popular
Corporals. Enraged by this loss, his

young Marine buddies carry out a
brutal retaliation whilst searching
for the triggerman. Their violent
house-searches lead to the death of
24 people, many of whom are
women and children - tragic
casualties of a war they cannot
control. The Marines, too, are
victims, attacked, wounded, and
forced to respond in the way they
have been trained. But when events
occur at great speed and under
extreme stress, can Marines in the
line of fire be accused of murder? 
Battle for Haditha, is produced by
Broomfield’s production company
Lafayette Film, with Anna Telford
as producer, Donall McCuster
(Death of a President) as line-
producer, and Mark Wolf (Ghosts)
as director of photography. The film
is fully financed by Channel Four
and Lafayette Film. Most recently
Broomfield directed Ghosts for
Channel Four, a drama based on the

Morecambe Bay cockle-picker’s
tragedy for which he received the
Solidarity Award at the 2006 San
Sebastian Film Festival.
Dreamachine is a diversified multi-
media business, based in London,
Paris and Toronto, encompassing
sales, distribution, production, and
financing of quality cinema. Recent
Box Office successes include
Becoming Jane, starring Anne
Hathaway, and Woody Allen’s
smash hit Match Point, starring
Scarlett Johansson. Dreamachine’s
current line-up of new productions
includes films directed by Phillip
Noyce, Jon Amiel, Todd Haynes,
Michael Winterbottom, and
Michael Haneke. Dreamachine's
catalogue of 500 feature films
comprises an enviable Who's Who
of the world’s greatest filmmakers
including Bernardo Bertolucci,
David Cronenberg, Stephen Frears,
Takeshi Kitano, and Peter Weir.

Battle For Haditha Secures Dreamachine 

MGM Consumer Products last
month announced the renewal and
extension of its Pink Panther
character license agreement (for
fifteen years) with Owens Corning
(NYSE:OC), a world leader in
building materials systems and
composite solutions, further
solidifying one of the longest
standing corporate brand initiatives
in entertainment licensing history,
MGM Consumer Products renewed
the exclusive rights to Owens
Corning to use the iconic Pink
Panther character, made famous by
the franchise of live-action
comedies and animated shorts, as
its official brand spokesperson. The
Pink Panther character will
continue to have worldwide
exposure across multiple lines of
Owens Corning’s business in
advertising, marketing and
promotional activities for both trade
and consumer purposes.  
“The partnership between MGM
and Owens Corning has
transcended the traditional tie-up
promotional relationship and
evolved into a true strategic
corporate partnership,” said Travis

Rutherford, executive vice president
of MGM Consumer Products and
Location Based Entertainment. “We
are very proud of the 25-year
partnership with Owens Corning,
and we look forward to an even
more successful partnership over the
next 15 years.”
The Pink Panther has entertained
audiences for more than 40 years –
from the small screen to the silver
screen. The agreement was
negotiated by Pam Reynolds, Senior
Vice President, Business Affairs &
Legal for Metro-Goldwyn-Mayer
Studios Inc. and for Owens Corning,
by Inger Eckert, President of Owens-
Corning Fiberglas Technology, Inc.
and Director, Intellectual Property,
Owens Corning.
A Fortune 500 company for more
than 50 years, Owens Corning
(NYSE:OC) is a world leader in
building materials systems and
composite solutions. Since the
company's founding in 1938,
Owens Corning has been a market-
leading innovator of glass fiber
technology with sales of $6.5
billion in 2006 and 19,000
employees in 26 countries. 

MGM Renews Pink Panther   
With Owens Corning

Jeremy Thomas

The Nines - Available Greenstreet Film



What the independent film

community has needed since the

mid-nineties awareness that with

the galloping of technology would

come opportunities impacting how

the business of film, particularly

distribution, is perceived, is an

entrepreneur with the knowledge

base, vision, and financial

wherewithal to construct a film

portal tailored for the

independents. 111pix.com with its

FILMON.COM portal may just be

that company because failure is

not in this entrepreneur’s

vocabulary.  The Business of Film

spoke with Chairman Alki David. 

In the mid to late 90’s the world was abuzz
with the dot coms. The oncoming
technology promised much, and financial

markets eager for a new ‘commodity’ backed
the dot coms, many of which were in the ‘film
space’. That the Internet would be the future for
the film industry was a given, but as the
technology and the ‘hype bubble’ could not
simultaneously keep pace, many were caught
unaware and the bubble burst.
A few smart individuals with patented software,
who saw the end of the comet’s tail, made
millions, and some today are once again at the
forefront of the newly revived vast possibilities
now available on the Internet. One such
entrepreneur is Alki David, Chairman of
111pix.com. His background reads like galleys
for the main character in a well-scripted novel.
Born into a Greek trading and shipping family
then based in West Africa, David’s path to
Chairman of 111 pix.com is the kernel

composition of good books. In addition to a
voluntary stint in the British armed forces, lab
analyst for Coca Cola, fish farm laborer, water-
ski instructor, PADI scuba instructor, and radio
jock, add actor-writer-director-producer-
philanthropist to the mix and you have the
essence of a best seller. When one meets Alki
David, the first impressions are of his incredible
energy and an almost audible ticking of his
mind, and you find yourself catapulted into a
whirlwind of questions that require answers. Is
he a pauper (farm laborer) or is he a prince (the
philanthropist)? One soon discovers that under
the surface of his far-ranging and diverse
activities lies a brilliant astute businessman with
an untiring passion for the whole process of
filmmaking from concept to delivery.  
With the rapid onset of the technology’s ease,
the need for content and the availability of
distribution via delivery over the Internet, the
dynamics of the film industry have been turning
and now have virtually arrived at one of several
ongoing dramatic moments. At the heart of
filmmaking for every filmmaker lies
distribution. AS well as FILMON.com

FILMON3D.com the virtual 3D world akin to
Second Life being launched  on June 17th.
Members can rent space in a ‘virtual’ Beverly
Hills meet celebrity avatars, buy movies and
watch them in a virtual cinema surrounding with
other member/avatars.  Heralding the next level
of social environment beyond the Myspace and
YouTube generation.  Filmon3D.com also offers
a 2D chat environment where Members can post
movie critiques and upload their own movie
clips for others to discuss. The launch of
Filmon3D will coincide with the exclusive
broadcast of the World Freediving Record
broadcast online exclusively LIVE on
Filmon.com Sky Sports in Europe broadcast a
23 minute program of the event two days later
on June 17th. Other live events form the portal
later in the year  include Miss Black Great
Britain 2007.

Having structured Filmon.com portal as a
content owners’ online tool with a
‘marked difference’ for both producers

and consumers, Alki David said, “As a
filmmaker and a content owner, I've always
sought transparency in the accountancy. It's
something that we've never really had in the
film business – perhaps more in the television
market but not completely in either. With the
advent of new technologies and new
communications, we've developed a system
where the delivery is exactly the same. It just
offers transparency, and is another medium by
which to make the delivery.” 
For the first time, the 111pix/Filmon Network
portal offers individual producers and content
owners the ability to control a number of
options based on how they value their library.
The program allows each producer to set the
price of the product, the block of territories the
producer wants to sell, and the opportunity to
sell any one or all of the rights to be exploited.
The one-time setup charge of $18.00 dollar per
title is for the encoding of a producer’s title into
multiple formats, and in addition a website is
provided with the titles and corporate identity.
The films are entered into the 111pix.com
database, and available to consumers via
http://www.FILMON.com. The content is then
accessible to the consumers for delivery via
three methods: a) DVD Download to Burn (with
copy protection), b) DVD Download to Rent
with Digital Rights Management DRM, and c)
online Streaming. In this way the producer is

a brilliant astute businessman 
with an untiring passion for 

the whole process of filmmaking 
from concept to delivery

Alki David

FILMON The Next Generation
Distribution Super Mall Portal 
For Filmed Entertainment

C A N N E S M A Y 2 0 0 7 T h e  B u s i n e s s  o f  F i l m   7

CANNES PROFILE

2 0 0 7

Continued on page 8



able to control the audience, and, via Patent
pending technologies, the consumers
(customers) can personalize the content they
buy without manipulating the copyright. Finally,
the producers/content partners receive a control
panel allowing management of the titles online.
The content manager offers ease of use, with the
statistics and sales as well as an option to deliver
watermarked screeners to potential buyers of the
content. David continued: “We found that in
making sales or setting up sales of our content,
the portal is very useful to deliver screeners to
buyers, and saves a lot on cost. From that point
of view – the overhead of running a sales
operation, our system is very effective, and I
would challenge any of the studios to say that
their content management system is better than
ours. The software we have developed is based
on decades of aggregate experience of the
people in the team – Tony, Elliot and Eroulla,
and everyone who works at the company. As an
example, the software is able to handle
holdbacks and the many different values of the
various components of rights management. We
also make other proprietary technologies free to
content users with the business model both B-to-
B (Business to Business) and B-to-C (Business
to Consumer)”. 

Over the last 18 months a number of
companies have entered the ‘film
space’, particularly CinemaNow

followed by Joost, both Studio ventures. David
welcomes the competition but underlines that
with a patent pending 111pix.com is the only
company in the ‘space’ that is creating a
platform whereby all content owners,
particularly independents in film and television,
can have a platform from which to transparently
distribute their content, either to buyers or direct
to the consumer. During the recent MIPTV,
111pix.com made content deals with Screen
Media for 200 titles, Rive Gauche for their
library, and VGI Entertainment, one of the
leading providers of children’s programming.
David said, “Filmon.com is the branded “mall”
we're launching in the UK June 2007 and rolling
out world wide in October, is how we will make
our money. By that time we will have signed a
number of other deals, and Filmon will provide
the content owners the traffic that will be buying
that content.” David has structured an
advertising deal with US based AdDynamix, an
established online ad network. Benoit Pecqueur,
president of the company, commented: “I have
known and dealt with Alki for a number of years
on the many companies that he has owned and
owns. Our network averages 4-6 billion 
impressions per month, and our initial deal with
111pix.com on this particular project calls for
250 million impressions over the first three

months. Our company has developed a highly
sophisticated software that identifies advertisers
to the product and provides targeted advertising
for our clients.”

As well as the mall, 111pix.com offers a
white label solution whereby producers
with libraries in the 111pix.com system

can sell their films independently, through their
own white-labelled sites, and simultaneously
can also sell their films in the mall. Research
shows that the consumer’s choice is increasingly
more eclectic and niche, and with the
advancement of technology the consumer is
able to make very specific choices. David points
out: “With a world population of six billion, if
five percent of that population is online and
buying, that's a tremendous number of
downloads. In 2006, I believe, the figure was
one hundred million dollars in downloads. In
2007 it is anticipated to be ten times that. The
fact is that we are looking at a real unknown.
Globally, the bandwidths are faster. In some
countries, for instance the UK, it’s 8 megabits a
second, which translates to the ability to deliver
an entire feature film in Mpeg 2, standard DVD
format, in 15 minutes. That's phenomenal, and
it’s going to get faster and better. Within the next
five years, we could be delivering feature films
in less than three or four minutes. So, if a
producer wants to build annuity  111pix.com
offers him the real possibility to do that. What is
more, it empowers him with transparency. At
any time, he can check online consumers who
have rented his films, and how many times.
There is no revenue share on our end; the
producer’s revenue is his. A 90-minute film (1.5
Gigabytes) only costs 90 cents to deliver to a
customer. We retain a minimum 25 cents per
Gigabyte of throughput plus approximately 30
cents for banking charges and a 7% transaction
fee for the Digital Rights Management.”
The key to films over the Internet is the
consumer’s ability to ‘shop’ whenever and
wherever anywhere in the world. The company

has offices based and established for the
financial markets in the United States, Europe,
and Japan. The 111pix.ocm software was
developed with David’s technical partner Stan
Fiskin from Envisionext and allows customers,
among other aspects, to download and burn or
download and rent. David said, “Over the
coming months DRM (Microsoft Digital Rights
Management certificate) is scheduled to be
merged with Mac because the Leopard, Mac's
new operating software, will be running
Windows applications, giving the capability to
run DRM, making that ‘bridge’, and affording
more accessibility for both producers and
consumers. Leopard will also be launched
enabling the ‘bridge’ between Mac and PC. The
platforms are becoming more viable, and more
consumers will gain access as the gateways to
the markets merge.”  

Having built software systems in the 90’s,
David is very conscious of the downside
connected with the Internet, especially

piracy, and feels that whilst DRM can be
cracked, 111pix.com will do its best to prevent
piracy and copying. Currently, Macrovision is
working with the company to develop a new
copy protection and ripping protecting
application. Alki David says, “I look forward to
becoming the leader in this field – principally
because I have developed with Elliott Kastner
111 Pictures, a sales company. We are building
and investing in increasing its library and the
films we make.  As a content owner, a
filmmaker, an actor, and a sales agent, my end
game in establishing 111pix.com is to develop a
platform that maintains the status quo, that
doesn't fragment the business and sell it off to a
Microsoft or to an iTunes, and that the people
you see year after year at the markets remain in
their jobs and continue their business of
developing content. Our imaginations are far
greater than what's reflected by the content that
is currently available. The producer who has
more flexibility in his distribution will have the
opportunity to venture out and make other kinds
of content, more adventurous, more interesting,
more dynamic. Making the safe movie is a thing
of the past. With the evolution of the markets,
more transparency in the accountancy will
certainly make the markets bigger. To foster film
ambitions of up and coming young producers
there is a component on 111pix.com called
Movie Buffs which is the MySpace of
filmmaking, with celebrity filmmakers judging
young filmmaker's shorts that they upload onto
the site. The winners will be voted by their
peers or by users of the service. So, in
developing the platform for sales, we're also
developing an online community of would-be
filmmakers.”
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The unknown component ultimately is:
what price will the consumer pay to
view content over the Internet and via

their computer screens? The
111pix/Filmon.com portal allows the cost to the
consumers to be predicated by each content
owner's wishes. David believes that, eventually,
the pricing will be universal. He said, “We now
know, through on line services, how to rate
prices, and the rating systems are much more
efficient.  A very valid aspect of this technology
boom is that pricing is going to be fair. The
studios will be able to charge big bucks for big
titles simply because they're the ones in the
game of making glossy, expensive films. At the
same time, the smaller eclectic and special
interest product will be able to generate
revenues accordingly. Golf is an example that
illustrates that point; it’s a special interest sport
with a massive following. Producers have tapped
into that and the consumers have responded.
Today golf is extremely commercial in both the
television and downloads arenas. We will be able
to judge the value of content based on what the
market is prepared to pay, and the market will

dictate to us – and that is exactly how it should
be.”
Alki David is no stranger to the business of
online businesses and has spent two years
developing 111pix.com structure. Through the
90’s he was involved in a number of online
businesses including the staging of the Mars
Mission landing. To market 111pix .com,
David intends to spend 200 million dollars in
the first phase made up of 30 percent equity
and 70 percent from advertisers, which will be
seen in the download manager, a mini screen
sending out advertiser messages. Several
advertisers are already on board. Michael
Whyke of The Hyde Partnership is responsible
with David for putting together the equity
through private placements, and the company
anticipates a public offering sometime in
2008.

Building virtual bricks to a portal of
this nature involves a broad range of
many interfaces: software, finance,

the precious commodity of experienced
human capital, and a number of strategic
relationships including a hardware supplier.
Just prior to MIPTV David entered into a
deal with VDU, the UK’s largest

independent manufacturer of DVD and
compact disc. The company, in business for
25 years, realised some time ago that
manufacturing the finished product (a
physical DVD) was not a business with
much future growth. Seeking an opportunity
to build the company in another direction, a
mutual friend introduced the two companies,
and a great synergy was formed. Ashwin
Bedi, MD, said, “We have a state of the art
plant and the capacity to make 3500 disc
DVDs and compact discs per day. The
technology is moving fast and we have to
move with the times. The joint effort of
utilizing Alki’s technology and our customer
base allows us to now have the facility to
offer our customers one more window, the
virtual component. In the short term for
manufacturers such as ourselves, it’s HD
and Blue Ray, but the long term is digital. A
percentage of our clients are in the niche
markets, especially sport and television
series, so the fit makes good financial sense
for everyone including our customers.” 

There is no question that over the next
two to three years, companies will enter
and exit the ‘film space’ just as they did

in the era of the dot coms. The secret to   these
undertakings is, like any successful film, deep
pockets and precise understanding of the target
audience. Alki David concluded: ”We're going
to market 111pix.com as the ultimate ‘super
mall’ portal of filmed entertainment using
traditional and new media marketing tools. My
second reason for starting this company is
indeed to capture the global independent
market and make money. Personally, I'm a very
rich man. I don't need more money. I enjoy
making films. I make films because I love
making movies, and I sell films because I love
making films. I love going to markets, and I
love talking to people and interacting with
people. I wouldn't swap it for the world. I
really wouldn't.” When you meet Alki David,
your distinct impression is that he wouldn’t.
Having graduated London's prestigious Royal
College of Art and relocated to California in
1991, Alki David owned and operated the
post-production facility Beverly Hills Video
Group. After selling his interest in BHVG, he
returned to London in 1998. He then started a
joint venture with ICM Europe's Chairman,
Duncan Heath, which includes a television
production company and the modeling
Agency, ICM Models.? In the past three
years, David has set up an independent Rock
label, which he distributes through Universal
Music UK. On the film side, he is also
partnered with Matt Rhodes and Judd Payne
in Persistent Pictures.
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The Montaque Group based

in The Bahamas 

has established Bahamas

Film Invest International

specifically for international

film productions, adding 

a further rung to the tax

opportunities offered in

addition to the benefits of 

The Bahamas tax haven. 

Located in the Atlantic Ocean just 50
miles off the coast of Florida, the
Commonwealth of The Bahamas with its

year-round sub-tropical climate and white sandy
beaches comprises a 100,000-square-mile
archipelago of 700 islands, with approximately
370,000 inhabitants. The Bahamas became the
world’s first offshore financial center in 1908
when the Royal Bank of Canada opened its
doors in Nassau to provide financial services to
Canadian winter residents.   In 1973 The
Bahamas gained its independence from Great
Britain but has retained many of its legal,
educational, and parliamentary traditions. Today
it is known as “Switzerland of the Western
Hemisphere”, and enjoys a worldwide
reputation as a politically stable, economically
sound, premier financial center. With a
significant number of major worldwide

financial institutions represented in The
Bahamas, its financial services sector is the
second largest economic revenue resource
behind tourism, which attracts over 3 million
tourists annually. As a sovereign territory, The
Bahamas is not currently party to any double
taxation treaty, although a fiscal information
sharing agreement has been established with the
United States of America. A regulatory regime
and investment incentive program contribute to
make The Bahamas one of the choice locations
for direct foreign investments, international
business, and international financial
transactions. Increasingly, its tax-advantaged
jurisdiction – no withholding taxes and no taxes
on personal or corporate income, capital gains,
wealth, estate or inheritance – has made The
Bahamas a particularly attractive location for
film production and, with its proximity to
America, a haven for American stars. The
success of films such as the Pirates of the
Caribbean trilogy and Casino Royale, has
assured that The Bahamas will continue to be a

location destination for many other film
productions from Hollywood and around the
world. 
MCP2, an asset management company run by
Owen S-M. Bethel, its President and Managing
Director, was established in 1993 (as Montaque
Securities International, Ltd). In June 2005 it
transferred several functions of the firm to two
new companies: Montaque Corporate Partners,
Ltd. and Montaque Capital Partners, Ltd. The
three entities are collectively under the umbrella
of The Montaque Group. Mr. Bethel previously
held positions in Government agencies within
the Office of the Prime Minister, as Executive
Director of The Bahamas Financial Services
Secretariat and The Bahamas Investment
Authority, and was tasked with promoting
financial services and investment opportunities
in The Bahamas, and facilitating investors
through the relevant approval process. 
The agencies also advised on policies, strategies
and legislation to be implemented in their
respective fields. An aspect of the ongoing
success of established initiatives in any country
lies in their ability to interlock the existing
advantage with an opportunity offered by a
service need and the contact resources to act
upon that need to fuel and cement a common
objective. From a relationship, which started
with MGM’s production of Into the Blue, Owen
Bethel saw a gap and a need in the marketplace
and established Bahamas FilmInvest
International. Owen Bethel said: “There are two
key components to the tax opportunity offered
by Bahamas FilmInvest International. First, the
Government desires to promote movie
productions in The Bahamas, and continually
ignites the local industry with its 17 percent
local expenditure rebate and other incentives for
international productions. The second aspect is
attracting the stars and the movie producers to
look at The Bahamas, not only as a temporary
business location but a destination for second
homes. 

The Bahamas itself has long been a tax
haven, and we have been encouraging
the development of second homes. A

number of movie stars, high net worth
individuals, affluent business people, and
European gentry have all established second
homes in the country. The great advantage is of
course proximity to the United States. With the
closest island only 50 miles off shore, producers
have the ability to move from production to
post-production very quickly. There are flights
practically every hour, and the speed at which a

Owen S-M Bethel

Maximizing Tax Efficiency 
For International Productions

the ongoing success of 
established initiatives in any 
country lies in their ability 

to interlock the existing 
advantage with an opportunity 
offered by a service need and 
the contact resources to act 

upon that need 



C A N N E S M A Y 2 0 0 7 T h e  B u s i n e s s  o f  F i l m   11

Cannes FE AT U R E

F I N A N C E

producer can return to the studios is a great
‘time’ incentive. There are also tax exemptions
on the import of film equipment as well as all
the other incentives attached to film and
television productions.“
Bahamas FilmInvest International is an affiliate
of MCPÇ, and one of its additional mandates is
to identify and develop opportunities for a select
group of potential investors in the film media, in
particular motion pictures, which utilize The
Bahamas as a primary location in the
production. 

The threshold and fiscal entry requirement
to establishing residency with a second
home is relatively low compared to other

tax havens. Bethel continued: “Purchasing a
home in excess of $500,000 puts an individual
on the fast track for residency. Citizenship is
another issue altogether and that is very rarely
given, but if someone wants to apply, he can
after being a resident for ten years. Once the
certificate of residency is issued, there is no
‘length of time’ element. Compared to countries
where residency is the criteria or the basis for
tax purposes, The Bahamas is very attractive. In
countries like the United States where the tax
base is citizenship, residency doesn't work as
well. For those actors and producers who are
stakeholders and have the ability to use
residence in The Bahamas, the package is very
attractive. For example, a person could work in
the US, not be a resident of the US, and apply
for residency in The Bahamas, and all the
earnings would be tax free in The Bahamas.
There are no taxes in the Bahamas on income or
capital gains, and there is no death duty tax.
However, the United States has a withholding
income tax, and if you've earned income there,

you are subject to it, unless that income is
exempt on some other basis. Film productions
and actors’ earnings are of course subject to
withholding tax, however what one needs to
look at is the after tax benefit and accumulation
of wealth, tax-free, in The Bahamas. So if the
initial taxes are paid in the United States, the
accumulated wealth can be moved into The
Bahamas and thereafter be tax free, without any
form of ongoing taxation.”  

Bethel and the team within his group of
companies are also exploring as part of
Bahamas FilmInvest International the
opportunities and implications of an
international distribution component. Thereby a
film production entity can be established in The
Bahamas for the distribution of film productions
and give the international rights (not US
domestic) to that entity, which then becomes a
tax free asset, as opposed to a US based
company having those assets and therefore
becoming subject to taxation on all the film’s
rights (Domestic and international). The
corporate makeup of MCP2 allows international
producers and actors access to a number of
services that the group encompasses with the
ability to properly structure corporate or
partnership entities, distribution rights, and
financial planning for both prospective investors
and other stakeholders in the production. The
Montaque Group has extensive experience in
the execution of treasury functions and
providing advisory services for major film
production companies such as MGM, Warner
and Disney, including independent producers.
Producers utilizing Bahamas Film Invest
International, Ltd., have access to a network of
companies capable of facilitating regulatory

requirements, international and local banking
functions, outsource financing opportunities,
location expense disbursements, and talent/crew
recruitment.

Owen Bethel continued: “Our companies
are ideally placed to put those financial
structures for a production in operation.

Entering a foreign country, any company or
person needs legal advice, and our companies
run the gamut of all the services for individuals
and productions wanting entry into The
Bahamas. With the introduction to our portfolio
of Bahamas FilmInvest International, we are
uniquely placed as the only asset management
company that offers a complete one-stop shop.
To facilitate the arrangements of corporate
formation, we work on a flat fee basis for this
service. We are able to establish a company for
the producer, and that company can then acquire
the rights from the individual. Ideally before the
film production is completed those rights should
have been transferred. It then becomes the
logistics of distributing from The Bahamas, with
the income flowing back into the company,
making all the international distribution rights
revenue tax free. If a producer who is a US
resident or citizen repatriates the revenue from
such internationally distributed films then he is
taxed. That is a natural business transaction. The
monies remain under administration in The
Bahamas, and the Producer is free to invest
those for the best return, anywhere in the world.
If he is an active producer, or a Director wanting
to build an annuity of his productions, the
monies can be invested back into the United
States or elsewhere in the world into another

Continued on page 12

Pirates of the Caribbean At World's End - Geoffrey Rush, Keira Knightly, Johnny Depp
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movie production, which enables the returns
to keep flowing back through. It is simply
better business sense for the
producer/director, in terms his own personal
wealth or the company's wealth, as he
accumulates his long-term wealth and adds
to his resources. What does he do with the
tax free windfall?  Our group of companies
are able to advise on any number of
investments – for example, buy that second
home in the Bahamas – which is the aim of
both the Government and asset management
companies such as ours. Buy an island as
Johnny Depp did, or a yacht which has tax
residency advantages as well due to The
Bahamas’ status as  a ship registry, or own an
aircraft. All have tax advantages. Taking
advantage of Bahamas FilmInvest is
basically about international film producers
utilizing this ‘tool’ as an estate planning,
business planning, or financial planning
process starting with the movie production
company, and the inherent personal
advantages to the producers and/or movie
stars. As an asset management company, we
are on hand to help them with all the above.”
Bahamas FilmInvest works in close co-
operation with The Bahamas Film
Commission. The initiative to establish co-
operation between the two entities came
from Mr. Bethel, who recognized with the
approach from MGM (that initially needed
just one aspect of the MCP2 services though
the ‘working synergy’ blossomed into many)
that there would be an ongoing need from
other producers, which would give the two
establishments the opportunity to enhance
the film industry more broadly for both The
Bahamas local economy and international
productions. The ongoing arrangement
works well, whereby the booth at the various
events (for example, locations in LA in April
and AFM in November) are shared, giving
both companies the venue to discuss all the
benefits of filming in The Bahamas and the
many personal and company long term tax
benefits associated that can be accessed
when shooting in The Bahamas. 
Mr. Bethel concluded: “ We are currently
exploring a number of avenues with  regard
to a television series to shoot in  The
Bahamas. As you are aware, there is a film
studio based in Grand Bahama, and we're
trying to develop it further so that we can
accommodate series and smaller productions
from independent producers. Finance is an
ongoing hurdle for independent producers,
and our government incentives are limited.

My firm, Montaque Capital Partners and
Bahamas FilmInvest  – as a result of a recent
trip to LA, and which coincides with your
feature on Black Filmmakers - is looking at
developing and establishing a offshore
Mutual Fund, which will attract investors to
target quite specifically the Black producers
and production companies. We have the
ability to pool a number of resources, and
diversify the risk. We believe if we can then
identify up and coming Black producers with
a pipeline of projects, the Fund would be
very beneficial and could create a win- win
situation for all. The Fund will be
approximately 10 million dollars, with a cap
at 1 million to 1.5 million per project,
allowing us to support more filmmakers and
grow the Fund with sensible and achievable
objectives on the return on investment. 

With technology today, producers
can bring in a good movie around
the 1 million dollar mark, and that

is where we want to start to support fresh
talent, and grow the sector of independent
Black filmmakers. The initial block of funds
will come from investors we know, and as
the benefits flow back, and more people gain
confidence in the process and see that the
structure works, we hope to expand and
attract more investors then being able to
benefit even more films and filmmakers.
One of the main objectives is to work with
individuals, who have credibility in the film
business, and who want to work within the
guidelines of ‘transparency’. Coming from a
financial background where transparency is
important, from a private investor/private
equity perspective, it's very important. The
producers who ‘whitewash finances’ won’t
be working with us or benefiting from this
Fund. Everyone needs to be clear that this is
what we're doing.  I'd like to think that there
are producers and directors who want to
work in the way we conduct our business,
and in that way we can all achieve our
goals.”

OWEN S-M BETHEL BIOGRAPHY
Whilst Bethel is a common name in The Bahamas,

Owen S-M Bethel comes from a long line of

distinguished Bahamians. His father was a funeral

director who became a politician and his uncle was

the first Governor General of The Bahamas who

fought for majority rule. The entire Bethel family are

keen supporters of civic programs offering two

scholarships for youngsters at high school level.

Owen Bethel was previously Chair of the Hopedale

Centre, a school for children with special needs, and

he is currently a board member of Pace Foundation,

which helps unwed teen mothers continue their

education. As well as President and Managing

Director of Montaque Capital Partners and

Montaque Corporate Partners, Owen S–M Bethel

also serves as Resident Director of the StarCapital

Group of Companies, a group of private international

investors in the fields of bio-technology and energy.

He graduated from Carleton University, Canada in

1977 with a Bachelor of Arts in Law and Political

Science. He then studied both law and finance and

received a Master of Laws (LL.M) in 1982 from

University College, University of London, England.

Mr. Bethel started his professional career with Credit

Suisse both in London and Nassau; he then became

Assistant to the Executive Director at both the

International Monetary Fund and the World Bank,

Washington, D.C.

Mr. Bethel regularly participates in numerous

international financial and legal conferences. He was

instrumental in the development of legislation for the

mutual funds industry and served on the Securities

Market Task Force responsible for the creation of a

capital/securities market and stock exchange in The

Bahamas. His firm successfully launched the first

publicly offered domestic mutual fund in The

Bahamas. From 1995-2000 Mr. Bethel served as

Managing Director of InterTrust Bank Ltd. and as a

Director of Surety Bank & Trust (1996-2002). He was

the recipient of the CIBC/Ernst & Young 1996

Emerging Entrepreneur of the Year Award. He has

served as Chairman of the Board of Advisors of the

Centre for Entrepreneurship at the College of The

Bahamas. He is currently Chairman of the Antiquities

Corporation of The Bahamas, having previously

served as Deputy Chairman, and a Director of the

Historic Bahamas Foundation. He also serves as

Chairman of The Bahamas National Commission for

the United Nations Educational, Scientific and

Cultural Organization (UNESCO), and is The

Bahamas Representative on the Executive Board of

UNESCO in Paris, France. He is a Director of RBC

Finance Corporation of The Bahamas, an affiliate of

the Royal Bank of Canada, and Doctors Hospital. He

is a well-known and avid collector of Bahamian art.
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Given the current landscape, producers
and distributors need to be thinking
ahead. Many distributors are already

finding that their existing contracts will not
give them the distribution rights they need to
exploit this new market. In fact, they may find
their entire existing library of films worthless
in the near future. Since approximately the turn
of the millennium the industry has been talking
about electronic delivery of motion pictures
directly to the consumer. Forecasts in 2000
indicated that by 2005, or 2007 by the latest,
most films would be delivered electronically to
the consumer. Gone would be brick and mortar
sellers or renters of videograms. Consumers
would not have to leave their homes to obtain
the latest film, either for rent or purchase.
Unfortunately, technology did not move quite
as fast as everyone had hoped.   Today, VOD
and electronic sell through (delivery of a full
electronic copy of a movie to the consumer,
where the consumer can store it on their
computer and/or burn it themselves onto a
DVD) are only a fraction of total revenues
from the exploitation of a movie (only about
3% in 2006, growing to about 13% in the next
5 years). The reason for this slow growth is not
distaste by the consumer for this medium. The
ability to move digital information to the
consumer is still relatively slow (today, if you
want to download a full movie to your
computer or video IPod, it’s going to take
hours), not to mention there is still no
affordable, or convenient, hardware to store
and access what you have bought, let alone a
simple way to buy it (the recent introduction by
Apple of the Apple TV is the beginning of this
change). But once technological changes
occur, and they will in the coming years,
electronic delivery will supplant DVD, and the
video industry itself. Unlike the advent of

DVD, this change will be the creation of a new
system of delivery of film to the consumer, as
revolutionary as the advent of video itself.  
The current estimated growth in electronic
delivery methods is based on present
technology, as well as a failure to truly
recognize the potential of this technological
change. Talk to a studio, and you get the same
naysay you heard when video was introduced.
Talk to an indie, and you hear the same
excitement and vision you heard 25 years ago
when video started. Once delivery speeds
increase and greater storage and retrieval
devices are marketed at affordable prices, the
exploitation of movies will quickly move to
this form of distribution, possibly in as short as
5 years from mass introduction. There will no
longer be a need for DVD, Blockbuster or
Walmart to acquire your movie. Bah humbug
you say? Never happen? Well, it’s already
started with music (music downloads
accounted for only about 10% of total music
revenue in the US in 2006 and are
“conservatively” forecast to be 36% in 5
years). The only thing holding film back is the
much larger file size, and hardware.
History could repeat itself similarly to the mass
introduction of DVD and how it changed our
industry. At the beginning of 2000, DVD’s
accounted for less than 1% of the revenues for
movies, as very few people had a DVD player.
But 91% of the country had VCR’s. By 2005,
76% of the country had DVD players, and

videocassette went the way of the 8-track tape,
with very few video distributors still
manufacturing videocassettes. That happened in
only five years! The key was not the invention
of the DVD. That occurred many years before
(officially launched in 1995 but invented as an
offshoot of CD some time earlier). What
happened was the mass marketing of DVD
players at under $200, as well as an affordable
price point to buy DVD’s. DVD was a
significant change from videocassette. Quality,
small package, easy shuttling (no more
rewinding), and other benefits gave consumers a
compelling reason to buy DVD’s over
videocassettes, and, more importantly, convert
their existing video library to DVD. The advent
of DVD resulted in a boon to the industry, and
changed the dynamics, with video revenues now
accounting for more than half the revenues in
the life of a movie. Moreover, because the cost
of delivery of a DVD was the fraction of the cost
of delivery of a videocassette, profits soared
despite significantly lower prices. The key was
that consumers found a product that gave them a
reason to update their “library” with better
quality, easier accessibility, and less storage
requirements. 

Once you experienced the thrill of not
having to rewind a cassette, you never
went back. So too will be the case with

electronic delivery. Accessibility, easy storage,
and instantaneous retrieval, will all be
compelling reasons to convert. When
consumers can replace their DVD player with a
similarly sized device that will store thousands
of HD quality movies, instantaneously
accessible, to play on their TV (all at
comparable prices), we will see the same
phenomenal growth in revenues and change

the thrill of not having 
to rewind a cassette, 
you never went back. 

Greg S. Bernstein

Reasons For The
Consumer To Convert 
To Digital Platforms
Accessibility: Easy
Storage: Instantaneous
Retrieval 
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In his usual article for Cannes Film Festival  Greg.S. Bernstein  looks at The motion picture industry is on the verge of yet 

another technological revolution, but this one will not only significantly enhance net revenues to producers and distributors,

it will revolutionize the way the industry functions.

Continued from page 14
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over that occurred with DVD. More ominous
to some will be the supplanting of DVD, and,
frankly, video as we know it (just as we are
seeing in the music industry where consumers
are starting to buy less and less CD’s and
choosing to building their own electronic song
library via I-tunes and other similar download
sites). Since this new technology usurps
videograms, not upgrades it with another
format, there will be a wholesale change in our
industry. In the past 25 years every other
technological change was either a format
change (cassette to DVD), or the advent of a
supplemental delivery method (video
supplemented TV and theatrical, not replaced
it). Not only will brick and mortar sellers
disappear, but so will all the video distributors,
manufacturers, middlemen, retailers and other
entities in the video distribution stream since
electronic delivery does not entail the
manufacture or shipping of physical goods.
(We have already seen VOD replace PPV, and
VOD is making significant in roads in
replacing traditional brick and mortar rental.)    
Conversely, we will likely see expansion of the
revenues and business of cable, wireless and
satellite providers, who, in all likelihood, will
now act as distributors AND retailers of
entertainment. First and foremost, consumers
want to view movies on their TV or other home
entertainment system. Second is viewing
movies on portable devices (viewing a DVD on
your TV is preferable to viewing it on a laptop
or portable player). When electronic delivery
takes off, systems that conveniently deliver
films electronically to a TV will be at an
advantage. Likely first responders will be cable
and satellite, who will be at an advantage over
the Internet or other delivery systems since
they are already “wired” to the consumer’s TV.
Also likely new vendors are wireless systems,
both to portable devices and delivery directly
to set top boxes in lieu of cable or satellite. (In
fact, wireless and satellite will eventually
replace DSL and cable modems given the speed
with which they can put upgraded wireless and
satellite delivery systems in place over telecom
and cable lines.) The problem video distributors

face today is that a distributor with a library of
titles more than a few years old may not have the
legal right to distribute their films electronically.
Conversely, producers may find themselves with
new rights to exploit. If delivery of films to the
consumer becomes entirely electronic, will it be
considered video or TV under today’s
definitions? Is “electronic-sell through” video
distribution? Is it some new, undefined, area in
between?
For the past thirty years, most contractual
definitions of video distribution relate to the
distribution and sale of “videograms”. This is
true in the 2005 version of the IFTA standard
agreement, used by most distributors and sales
agents at the markets. Videograms are
universally defined (and are so in the 2005
IFTA definitions) as putting a film on some
kind of physical medium, whether that be a
videodisc, DVD, videocassette or some other
form “yet to be devised”. However, “download
to burn” or “electronic sell-through” does not fit
that definition. Both are electronically
delivered. There is no physical medium on
which the film is placed and then sold. Hence,
barring an adjustment in the contractual
wording, video rights do not include electronic
delivery. So for most video only distributors,
unless they have expanded their rights
acquisitions to include electronic delivery
methods, even recent acquisitions may have a
short exploitation life.
Buyers of TV rights should not rejoice either.
TV is generally defined as some form of
electronic reception, but reception for viewing
transitorily on television, and/or specified
channels. Most rights granting wording do not
come close to any form of electronic sell
through.
Internet and wireless (handheld devices)
definitions don’t always help either. The IFTA
definition for Internet is narrow, limited to
“exploitation of a digital [copy] by making it
available on the World Wide Web portion of the
Internet in a manner that allows its transmission
to a computer.” Computer specifically excludes
“set top box players or recorders and handheld
devices” under the definition. Further, most
wireless/handheld device definitions are limited
to playing the downloaded film on the handheld
device. While VOD may encompass a
significant portion of the future marketplace, it
will still not cover delivery directly to a home
entertainment system for permanent storage
(also, breaking up handheld from other
electronic delivery methods will certainly cause
conflict with the desire of other distributors to
sell electronic versions transportable to
handheld devices).

While many video distributors who
have contemplated the future
electronic delivery of movies to the

consumer have added electronic sell through to
their contracts, this only helps going forward.
Not, however, for films acquired 3 or 4 years
ago, or more, where video distribution was
limited to videograms or their equivalent. If
you, as a producer, licensed rights to films
media by media, you may have new rights to
license in the very near future, rights that fall
through the cracks of video and TV. (Obviously
if the rights granted to the distributor include all
rights “now known or hereinafter devised,”
that’s going to be all encompassing and there’s
no question as to the right of the distributor to
distribute the film via any and all electronic
medium.)
Since the industry will have new media to sell,

we will likely have new distributors too. The
cable, wireless and satellite carriers will
undoubtedly set up their own acquisitions
departments (much like HBO has done, and
Blockbuster did with DEJ) to directly acquire
and exploit these new rights through their
established delivery systems. But existing
video distributors, at least in the beginning,
will have something going for them: cash.
They still have huge economic power to buy
rights, albeit to resell to the television and
wireless carriers.  

And what about the Internet? Why
cannot producers set up their own
distribution operations on their own

web sites, and avoid distributors and carriers
altogether? You don’t need a big
manufacturing and distribution business or the
clout to vie for shelf space when you are
talking about electronic delivery.  Assuming
you will be able to access the fast delivery
methods, there is still the problem of making
people aware that you’re product exists and
differentiating that film from hundreds, if not
thousands, of other films. This means
advertisement and promotion, not just for your
film, but where to buy it. In other words, if you
are selling a film on your internet site, you not
only have to entice consumers about buying
your product, but you also have to entice them
to go to your site in the first place. This is not to
say that producers will not be able to succeed
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Perhaps the most significant unresolved
issue in entertainment tax was the
treatment of advance payments. The

Service and the courts have historically taken
the position that all advance payments are
income recognized upon receipt, unless
specifically otherwise provided for by statute
or regulation, e.g., in the case of percentage-
of-completion accounting.  

Advance payments are commonly used in the
motion picture and television industry in the
course of television and film production. For
example, a studio might pay a production
company one-third of the total price for a film
upon the commencement of principal
photography.  Inevitably some of these
payments are received in a year prior to
completion of the picture.  Notwithstanding
the “Supreme Court Trilogy” and many other
cases requiring immediate taxation of such
payments, such payments were never reported
in income. Although a variety of theories
have been advanced to justify such treatment,
the most sound, and widely relied upon, is
that not treating such payments as income is
based upon the taxpayers’ method of
accounting.  Aside from being universal
industry practice, this treatment is the correct
method of reporting under GAAP, both under
SOP 00-2, the current standard, and FASB 53,
which preceded it.  Under these financial
accounting standards, income is not
recognized until delivery of the picture.
A taxpayer’s method of accounting for book
purposes is to be used for tax purposes unless

Congress or the IRS finds that it is not
“clearly reflective of income,” which, despite
all fears to the contrary, neither body ever has
so found with regard to advance motion
picture or television production payments.
This is probably because, with exceedingly
rare exceptions, the picture is completed and
the income recognized in the next year after
the advance payment is received.
Deferral of advance payments for motion
picture production is also supported by Rev.
Proc. 71-21, which allows deferring advance
payments for services, provided the services
are rendered no later than the end of the
taxable year following the year of receipt.
The problem, of course, is that it is not
altogether clear whether producing a motion
picture or television episode constitutes the
performance of services. Furthermore, even if
the services in question were satisfactorily
resolved, deferral under 71-21 would not be
allowed where a production is scheduled to be
completed more than one taxable year from
the date of receipt of the advance payment
(for example, a contract entered into and
advance received in December 2006,
scheduled completion date January 2008), or
where the completion date is unspecified.
Similarly, Reg. Sec. 1.451-5 provides for
deferral of tax on advance payments to the
year in which such payments are recognized
for financial accounting purposes (assuming
the taxpayer  utilizes this method of reporting
for all financial statement purposes.
However, the regulation does not provide sure
treatment of motion picture producers, since
it is limited to taxpayers selling goods or
building, installing, constructing or

US Entertainment Tax
System: What Is
Deductible What Is Not 
In the past several years, a number of major issues in the entertainment tax area have
been clarified by the issuance of revenue rulings and proposed regulations. The US
Congress recently passed legislation to encourage film and television production in the
US. Mitchell R. Miller, Esq., CPA explains some of the issues Producers and
Executives should be aware of with  regard to Advance  Payments,  Legitimate Tax Write
Offs, Depreciation  of  the  Assets (the film), and The Benefits of Low Budget Filmmaking
Sections 181 & 199. 

themselves. There are certainly some well
known successes today of direct sell through.
But each of those successes came from
significant awareness, paid for or otherwise, of
the film to attract the consumer. This is why, as
far as the internet goes, brand name electronic
sites, such as MySpace, Itunes, YouTube,
Amazon, and 111pix.com to name a few, may
be the sites of choice to buy electronic copies
of movies. Each of these sites has recognized
this potential and is trying to catch an even
greater share of the public.

As the industry gathers for another
Cannes Film Festival and market what
should be utmost on the minds of both

producers and distributors is the ‘new delivery
system’ and how it affects the rights you are
negotiating, because the electronic
transmission of movies directly to the
consumer, whether for rental or sale, for
storage on personal home entertainment
systems changes everything. Think IPOD for
your TV. The ability to easily download and
store hundreds, even thousands, of movies on
a personal TV device (and being able to move
it from one device to another) to play
instantaneously on a home theater system, as
well as transfer or download to handheld
devices. The bottom line is that delivery of
movies electronically to the consumer will be
the future, forever altering the movie business,
as we know it. Are you ready? Can you survive
the revolution?  If you are a video distributor,
will you still have a business? If you answered
“of course”, may be not (think what would
have happened if your business was limited to
videocassettes when DVD’s came). 
Either way, delivery of films to consumers will
change. Giving new opportunities to
producers, and a new breed of distributors and
retailers. Opening the non-existent borders of a
whole new digital world to traverse and
conquer. 

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 25 years of

experience in the industry he has developed particular

insights into the nature of the business of indie film.  For

15 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,

and financiers, among others.  Mr. Bernstein is a frequent

lecturer and panel moderator  (UCLA, various film

commissions, guilds, film festivals and others), and author

(Variety, Business of Film and other publications), all

dealing with the finance and distribution of  indie films.

For more info, copies of articles:  www.thefilmlaw.com

A CLARIFICATION OF
ADVANCED PAYMENT

Continued on page 16
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manufacturing, and again, it has never been
made unequivocally clear that motion picture
or television production falls into these
categories.
To resolve these uncertainties, the IRS
promulgated Rev. Proc. 2004-34, which
explicitly expands Rev. Proc. 71-21 to cover
(among other things) goods, services, mixed
goods and services, licensing of intellectual
property, sale, lease, or license of computer
software, implicitly including motion picture
and television production. (Taxpayers still
have the option of relying on Reg. Sec. 1.451-
5.) Under Rev. Proc. 2004-34, a taxpayer may
defer tax recognition of advance payments to
the taxable year after they are recognized for
financial statement purposes, provided the
taxpayer prepares an “applicable financial
statement,” that is, a financial statement
submitted to persons outside the company.
These include financial statements required to
be filed with the Securities and Exchange
Commission ("SEC") (the 10-K or the Annual
Statement to Shareholders), audited financial
statements accompanied by the report of an
independent CPA (or in the case of a foreign
corporation, by the report of a similarly
qualified independent professional) that are
used for: (a) credit purposes, (b) reporting to
shareholders, or (c) any other substantial non-
tax purpose, or financial statements (other
than tax returns) required to be provided to
the federal or a state government or any
federal or state agencies (other than the SEC
or the Internal Revenue Service).
If the taxpayer qualifies, advanced payments
are recognized for tax purposes to the extent
recognized in the applicable financial
statement for that year; any balance is
recognized in the following taxable year. As
noted above, this still could create a book-tax
difference for a production company, if an
advance payment is received after the taxable
year following the first payment, because

under SOP 00-2, revenue, including advance
payments, is not recognized until, among
other things, the picture is delivered, 
Under Rev. Proc. 2004-34, almost any
company may defer recognition of advance
payments, even if they do not issue an
“applicable financial statement.” If a taxpayer
without a qualifying statement is able to
determine how much of the advance is earned
during the taxable year of receipt, advance
payment will be recognized in the year of
receipt to the extent earned in that taxable
year, with balance recognized in the following
taxable year. Even if the taxpayer is unable to
determine the amount earned in the year of
receipt, the firm may determine amount
earned on a statistical basis, if adequate data
are available to the taxpayer, on a straight line
ratable basis over the term of the agreement.
In addition, the taxpayer may utilize any other
basis for recognition that, in the opinion of the
Commissioner, results in a clear reflection of
income.
Under this revenue procedure, a change in the
taxpayer’s treatment of advance payments to a
method described in the procedure is a change
in accounting method, subject to the usual
requirements thereof. But an unanswered
question is, what if taxpayer is already
deferring advance payments based upon its
method of accounting under SOP 00-2?  Does
it apply for a change of accounting method
(admittedly an automatic change) or simply
continue filing as before? This question has
yet to be answered.

The shelves and file cabinets of production
companies and studios are filled with projects
that have been started but never completed.
While SOP 00-2 calls for the write-off of
projects not put into production within three
years of the acquisition of the underlying
literary property (for example, film rights to
books, or stage plays, or original
screenplays), GAAP rules are not sufficient to
establish justification for tax write-offs.
Rev. Proc. 2004-58 sets forth the conditions
that must apply for tax write-off of such
unproduced projects. For tax purposes,
objective, and frequently externally-caused,
events must establish worthlessness or
abandonment of project costs. Any retention
of rights to develop and exploit the particular
project, even if the taxpayer has no intention

or practice of developing languishing
projects, will prevent a tax write-off.
ILLUSTRATED EXAMPLES
1.  A production company options a script for
the entire term of its copyright. The
responsible executive decides not to produce
the script, and all activity related to the script
is terminated, but the company retains its
rights until the end of the copyright term. No
tax write-off is allowed.
2. A production company’s financial
accounting practice is to write off acquisition
and development costs if a script is not
produced within three years of acquisition, in
accordance with SOP 00-2. A script is
acquired in 2004 with rights to produce it for
five years. No formal decision is taken not to
produce, but no development or production is
commenced. In 2007, the production
company writes off acquisition cost in
accordance with its financial accounting
practices, but no tax write-off is allowed until
2009, at the expiration of the film rights.
3. A production company options a novel in
2005. The company has an indefinite time to
produce a film based on the novel, but the
author may reacquire the film rights after two
years by paying the production company back
its acquisition and development costs
(“turnaround rights”). The company notifies
the author in 2007 that they do not intend to
produce a film based on the novel and that
turnaround rights are in effect. The author
contacts other production companies and
studios about making a picture based on his
book, but finds no interest. He therefore does
not exercise his turnaround rights. The
company writes off acquisition and
development costs in 2007 in accordance with
its financial accounting practices, but gets no
tax write-off.
In other words, if you want the tax write-off,
you wait until your rights expire.  One
possible alternative would be to provide in
any agreement for the acquisition of film
rights that the production company has the
right to “put” the literary work back to the
author for a nominal sum after three years or
some other specified period.

In the income forecast method, used for the
depreciation of motion pictures, television
productions, and similar property, the
taxpayer computes a fraction, the numerator
of which is the current year’s revenue, and the
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denominator of which is the total expected
revenue from the film. The resulting fraction
is multiplied by the film’s cost to calculate
annual depreciation for the film. Introduced
into the Internal Revenue Code in 1996, Sec.
167(g) formalized use of the method,
substantial authority for which was a revenue
ruling dating from the 1960s. Proposed
regulations were promulgated in 2002 to
clarify issues that were not made explicit in
the statute, but have not yet been finalized.
Since Sec. 167(g) mandates recalculating
estimates of total expected revenue in the
third and 10th year following placing of the
film in service, one such issue is how to
calculate depreciation when the estimate of
total expected revenue (the denominator of
the fraction) changes. Under the proposed
regulations, previous years are not
recalculated: taxpayers change the
denominator to the revised unrecovered
balance of expected revenue. The new
fraction is then multiplied by the remaining
unrecovered basis of the film. Thus the effect
of the change in estimates only affects the
year of the change and subsequent years.

Another question that concerned
practitioners was in the treatment of future
participations, which are payments made to
actors, directors, and others, based upon the
film attaining certain contractually-defined

performance . Such payments are not
deductible until the level of performance has
been achieved. The question was, were
estimated participations to be included in the
depreciable cost of the picture when placed in
service? The regulations answer this question
with a resounding “No.” However, when the
payment is made, the basis of the picture is
readjusted by adding the payment. A special
additional depreciation allowance is allowed
for the additional basis, such that it is “caught
up” to the total accumulated depreciation for
that year. For example, a participation
payment of $100,000 is earned as of 2007. The
depreciation fraction for the year is 10%, and
the accumulated depreciation at the end of
2007 is 75%. The depreciation for 2007 on the
participation payment is $75,000, not $10,000.
Perhaps the most significant requirement
imposed by the proposed regulations upon
practitioners, mostly those in-house, is that
each picture must be treated separately for
purposes of compliance with the look-back
rule (the requirement that the estimated total
revenue be compared with actual revenue in
the 3rd and 10th year after release, and if the
difference is greater than 10%, interest based
on the hypothetical overpayment or
underpayment of tax caused by the
misestimation must be calculated and paid or
received by the taxpayer.

2.Section 181 – Current year write-off for
films with budgets under $15 million ($20
million in low-income or disaster areas) if
75% of compensation paid for U.S. services.

1. 3 - 9% (2006 - 2010) of Qualified
Production Activities Income 
i.50% of total compensation is for services
performed in the United States by actors,
production personnel, directors, and
producers
ii.Limited to 50% of taxpayer’s W-2 wages
b.Why haven’t these resulted in production
boom?
i.Not much acceleration of write-off under § 181
– current year v. Income forecast
ii. Section 181 deduction is recaptured under 1245
iii.Passive loss rules
iv. Section 199 limitations mean only studios
or major production companies will have
sufficient W-2 wages to count – and these
companies don’t make many under-$15
million films
v. No porn
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BENEFITS FOR LOW - MEDIUM
BUDGET FILMMAKING - SECTION
181 & 199

SECTION 199 - DEDUCTION
FOR QUALIFIED FILMS

Paul Revere Williams (1894-1980), co-creator 
of the futuristic Theme Building restaurant at 
Los Angeles International Airport. 
In a career spanning 50 years, designed more
than 3000 of Los Angeles distinctive homes and
public and commercial buildings. One of Southern
California’s most respected 20th century
architects, Williams is known for designs that
were stylized and elegant. He became the first
African American member of the American
Institute of Architects (AIA), and in 1957 was 
the first black architect elected to the prestigious 
AIA College of Fellows. Firmly committed to
community service, in 1947 Williams not only
designed and built but also served as vice-
president and founding director of Broadway
Federal Savings, the oldest African American
owned & operated bank west of the Mississippi.
Grandsons Paul C. Hudson and Glenn Harvey,
respectively CEO and COO of Broadway Federal,
continue Williams’ legacy of providing inner city
residents with the means to achieve the American
Dream of home ownership, and have expanded
the bank’s platform to include motion picture
financing.  ( inset) Paul Williams

The Gateway to Hollywood LAX  
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THE BUSINESS OF FILM: When I last
interviewed you in 1990, I think you were just
setting out, weren't you? I seem to recall I was
under the impression you were not very long
out of law school. 

NINA L. SHAW: Actually, I had been out of
law school a while. I think of myself as having
been in the early part of developing my
practice, but actually at the point you and I sat
down and talked, I had been out of law school
almost ten years. I was about to become, or I
had just become, a partner in the firm that I
was in, and that's usually a seven to ten year
track. At that time, I was in the process of
building a reputation and building a practice,
starting with a number of clients who, like me,
were at the beginning of their careers. While a
lot of it is skill, and I will give myself some
credit there, a great deal of it is also luck and
contacts. I was very fortunate. When I think
about my very first client ever, television
writer Bill Boulware, the creator of 227 the
television show, not everyone hits that home
run, and gets into a situation with the very first
client that they represent. My meeting Bill,
who worked on Benson, led to my becoming
friendly with Robert Guillaume and his then
wife Donna, which ultimately led to me
representing Robert, which, introduced me to a
certain level of deal making. I represented a
number of people who worked on the
television show Different World, and, of all the
people who worked on that, I happened to start
representing Yvette Lee, who became Yvette
Lee Bowser, who then created Living Single,
and For Your Love and Half & Half. I was very
fortunate that somehow I got in with the right
people. At the point you met me, I was well on
the road of developing my practice. I certainly
had hoped that it would develop in this way,

but I had no guarantee. At that point, I had
already started representing Jamie Foxx. He
was on In Living Color, and a lot of very
notable people came out of In Living Color,
including Jim Carrey and obviously the
Wayans. Certainly from a point of critical
acclaim, Jamie is one of the most successful
people to come out of that. 

TBOF:: I think it's also your personality.
Everybody speaks very highly of you, always
citing your professionalism.

NS: I'm fortunate in that I had some of
the best training possible. I went to a firm that
had an extraordinarily substantive practice in
the entertainment business – O'Melveny &
Myers. I was at O'Melveny during a time when
they were representing Norman Lear, and I
think many people consider Norman Lear, who
had been at the forefront of many
developments in television – we see the spin-
off show, the situation, the real life situation
comedy – was about something of substance.
And I had an opportunity to work on all of

those shows and to learn the business from a
great group of people. When this opportunity
presented itself to go into a smaller boutique
firm, I was really well prepared. In fact, I was
hired because I had done so much television
production work and the firm had just taken on
a television production, an adaptation of a
British show and it starred Ted Knight – Two's
a Company, Three's a Crowd. I came in to work
on that show. The great comfort of the people
who hired me in that small firm, was that I had
done so much that was similar, and they knew
I could do it pretty much unassisted.

TBOF: When we first spoke, there was New
Jack City and a new group of filmmakers was
emerging. We called it The New Genre Black
Filmmakers in the '90's because with this new
crop of films the studios were making money.
Fifteen years on, do you think the industry for
Black filmmakers has really come to fruition
as yet? There's an enormous amount of talent
out there.

NS: I hope that it hasn’t come to fruition,
because I think there's so much more to give
and to be gotten from this incredible group of
talented people. Things tend to ebb and flow. I
think there was boldness about films that Doug
and George did at that time, boldness about the
young Spike Lee. They were truly breaking
down doors. To my mind, you don't see that
within the film community as much anymore. I
tend to think the films – even Black films –
tend to be more formulaic. When you go back,
a movie like She's Got to Have It was not only
distinguishable because it was from a Black
director, and told the story of young Black
people, but it was a very empowering woman's
movie, because this was a woman who ‘fought
like a man’. Spike wasn't just breaking into the

Nina L. Shaw 

Nina L. Shaw is a founding partner
in the entertainment law firm of Del,
Shaw, Moonves, Tanaka, Finkelstein
& Lezcano. Her client list is a Who’s
Who of the film industry’s top talents.
The Business of Film snagged some
of her busy time, and Elspeth Tavares
discussed with her views on the state
of the industry and some of the
complex issues contained in our
feature supplement on Black
Filmmakers. (see separate issue)
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filmmaking community; he was breaking a lot
of ground. New Jack City, when you peeled
away all the layers, was telling a very
American story like Little Caesar, like any of
the gangster genre films of the 30's and 40's,
but telling it from another perspective. I get a
little concerned sometimes that you don't see a
‘new’ genre ‘bursting out.’ If there's someone
who's done it, it’s Craig Brewer who did Hustle
& Flow. And he's clearly not a Black
filmmaker because he's not Black, but he tells
a story of dispossessed, displaced people.
That's a story that, in a sense, made a hero out
of an antihero, in a way that some people might
not like, might not think is acceptable. On one
hand you have those kinds of stories that would
make me consider Hustle & Flow to be Black
film. On the other hand, there’s a level of
filmmakers, people who've broken into the
mainstream filmmaking society like F. Gary
Gray and like Tim Story, who are making films
that crossover, and that's great because that
wouldn't have happened fifteen years ago. It’s
wonderful but I see less boldness in the young
filmmaking community.

TBOF: Looking from the outside as a
foreigner, I don’t believe that there is a
community of Black filmmakers. I think there
are some people, who have broken through,
and on the other side there are people who are
struggling, but there's no way for them all to
come together. We’ve talked with 20 people so
far and there’s not a lot of networking, 

NS: They are a little more isolated than they
used to be. For example, it would be lovely if
there were something the equivalent of the
Mexican filmmaker renaissance that we're
seeing. Those three guys are fabulous, and the
films they do are across the spectrum, and the
way they support each other and their work is
wonderful. I don't think you see as much of
that, although I do think that it exists at some
level. Spike, for example, still mentors young
filmmakers. Whether it's Malcolm Lee, who's a
client of Spike’s cousin, and ours or SeIf Mann
who is a young filmmaker, you are going to
start seeing a lot of. Mann was nominated this
year both for a DGA award for an episode of
Grey's Anatomy and for an NAACP Image
Award for an episode of The Wire. It isn't the
same, and maybe that's part of the growth.
People often band together out of need because
that's the only way to get things done. There
are now a lot of ways to get things done, and
there’s probably not the same need to rely on
your peers as your sole support group. Some of

the things we have to accept, and I take no
credit for it. I remember once hearing Cornell
West say something that was both correct and
profound. He said, "You know, when we all
had a common fight, it was so much easier for
us all to be together in it." But now, we don't
have that same common fight and there are so
many different points of view. We're seeing the
rise of filmmakers from across the African
Diaspora. The film community that you were
looking at 15 years ago was primarily an
African American film community. Now we're
talking about a film community of Nigerian
descent, of Caribbean descent, from all over
the world, people who don't share common
cultures. They may share a common
perception, in terms of the way the outside
world sees them, but their cultures are totally
different and they don't necessarily see
themselves in the same way.

TBOF: What's your opinion about the studio
system taking on the groups? There are three or
four of them now that exist where they're
actively; it appears, encouraging Black
filmmakers to make films.

NS: We're talking about people who are in
business to make money, and to the extent that
they find that any particular genre, any niche-
driven product brings a certain audience into
the theatres, then they're going to encourage
that. I don't really think of them as encouraging
Black filmmakers as much as they're trying to
draw in segments of the audience, and if Tyler
Perry can draw a segment of the audience, that
hasn't otherwise been as avid a moviegoer as
they are now, let's find some other people who
can do that. It really shouldn't be just Tyler; it
should be other people as well. I don't think it's
this altruistic let's-support-the-Black-film-
community as much as it’s looking across the
demographic of all the people we want, who's
butts we would like to see in the theatre. How
do we get them there? How do we make
money? One of the things we lack – and it's not

just us as black people, it's in general – Is that
institutional memory tends to be very short. I
look at the Black people who were executives
when I began in the business and most of the
people who are around today have never even
heard of them. I remember speaking on a panel,
and we talked about what I thought had been
very important milestones. When I went on to
talk about how I felt that Ashley Boone's role
in Star Wars and his early recognition of the
importance of that property and what that had
done, I looked out at a sea of blank faces. Then
I realized that they had no idea who Ashley
Boone was. I explained who he was, and when
I explained what his role was, they all looked
at me with disbelief, because they couldn't
even, in this time, imagine a Black man with
that level of access and power. So I think one
of the things, unfortunately, that happens, is
that we're often reinventing the wheel, you
know, every ten years or so.

TBOF: What about this group of 200 people
in the BFF summit? You are all trying to
operate in your ‘group’, and in your
‘corporate’ groups. What about people outside
that circle who would want inspiration or who
would want mentorship? Isn't it a little bit
elitist to keep it just amongst yourselves?

NS: That would assume that the people within
that group never do anything else that they
only interact among themselves and only speak
among themselves, and that's just not true. I,
for one, this past year alone, have appeared on
two or three panels, and I have another one to
do at the DGA. Those of us who are well
known in the community spend a lot of time
trying to disseminate information, trying to
mentor people, but at the same time, we're also
trying to pursue our own careers and our own
interests. It creates tremendous tension. Do
you further the good of everyone by furthering
your own interests and reaching a point where
you can have greater impact? Or do you further
the good of everyone by stopping and
teaching? Or do you try – as I think we all do
ultimately – to do some combination of both?

TBOF: That's actually a very interesting
answer to the question of ‘why’. I still feel
that, from the outside, and I suppose coming
from a different kind of society, that it doesn't
allow for the group to grow.  

NS: I think I feel just the opposite: that the
group does grow by virtue of the support that
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the group gives each other. That's where I've
seen a real difference. People who are living in
their own worlds, and attempting to move their
own pieces of the puzzle around, all of a
sudden are sitting in a room with 100 other
people who have very much the same kinds of
concerns and issues that they have and who
may offer them some assistance. Even if it's
just some support in what they're doing. So if
anything, I think that this enables people on
another level. I don't want to as we briefly
discussed get, too focused on the summit
because it's not it something you should take
up with them directly, but I think one of the
issues that we all struggle with is how best to
effect change. And I think the obvious answer
is always, go out and help a hundred people get
into the business. Maybe the less obvious
answer is, go out and help three or four people
ultimately run their own companies.  And
they'll help several hundred people get into the
business.

TBOF: But is that happening?  

NS: To a certain extent, it is. I think that
Reggie running BET in the way he is has been
helping. I think BET's whole move from an
east coast based company somewhat divorced
from the mainstream entertainment industry
into a company that is increasingly well
integrated into a vertically integrated corporate
community who's parts can be helpful in
furthering its reach, is ultimately good for
BET, and ultimately helps BET to grow. At the
end of the day, BET will still end up hiring
more Black people. Its programming will reach
out to more black people. Its programming and
its production will be dominated by Black
people. And all of those people are helped by a
progression in the company’s growth, which I
think is an outgrowth of meetings of
organizations like that.

TBOF: I was also trying to find other Black
female entertainment lawyers, but there only
seems to be perhaps one or two.

NS: Well, there's Lisa Davis and there's Susan
Adamson here in Los Angeles.  There are a
couple of young people coming up, and there
are a couple of young women in law firms who
speak to me all the time. I have to tell you, I
actually think that among Black lawyers,
there's a tremendous fraternity, in that there
isn't anyone from Stephen Barnes to Darrell

Miller to Matt Johnson to Lisa Davis – anyone
of those people – whom in a given period of
time, I won't speak to, have a deal with, or talk
to about something.

TBOF: You feel that it is growing.

NS: Oh, it's absolutely growing. There was a
period of years there where I sometimes
thought it would be me and Steven Barnes, and
then we would die and there would be no one.
I certainly don't feel even remotely like that
anymore. If anything, I think there's a
tremendously growing Black bar. I also think
that there's a growing Agent community, I take
a tiny bit of credit for that, in that I was one of
Charles King's chief advocates at William
Morris, both him being hired there and being
an agent. I was a cheerleader for him, and I'd
like to think that while I didn't make the whole
difference, I think that my voice as a person of
experience, as a person with a considerable
client list, and my being able to have
conversations with the president and the vice
president of his agency meant something. And
then you look at somebody like Charles. He’s
changing the face of the agency in terms of the
road that he's opening up for other Black
agents. So I think we've seen tremendous
growth, and to the extent that those people are
committed as I understand they are to growing
the minority ranks at the agency, that you're
going to continue to see it.

TBOF: Finally, do you think that maybe ten
years from now when I talk to you again that
you’ll still be practicing?

NS: I hope if I am that it's what I want to do.
(both laugh) How's that? You know, that's an
interesting question because there was
certainly a time when people retired and they
kind of went away, and I'm not finding that to
be true of the generation of people ahead of
me. They're all staying there. I think that may

be less about the entertainment industry and
more about the fact that we live longer and
healthier and remain vibrant for a longer
period of time.
I am very fortunate to be among that first
generation recipient of the Civil Rights
movement in this country, and of Affirmative
Action in this country which allowed me entry
to all of those wonderful schools that my
parents and grandparents couldn't have
dreamed of going to. It set me upon a career
path that ultimately has resulted in where I am.
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THE BUSINESS OF FILM: As a lawyer
in South Africa, we're interested in talking to
you about the growth of the South African Film
industry and how  the involvement of lawyers
is reflected in this new landscape. I suspect a
lot has changed, not only because of the ‘new’
South Africa but also since the independent
film industry in South Africa is still relatively
young. Just how much has changed?    

EMMA KINGDON: As the independent film
industry here in South Africa begins to grow,
there's a much greater awareness of the
requirement to have proper counsel when
doing international transactions and film deals.
As we were discussing on the plane, among our
filmmakers there is cynicism and
disillusionment about getting money back from
the deals they make when dealing with the
international distributors. Unfortunately, a lot
of it has to do with the distribution deals and
how they are structured on the distribution
side. Because of the high costs involved in
getting a film made, some filmmakers don’t
use a lawyer in order to save costs, which they
have found is false economy, and those who
do, feel they're overpowered by the distribution
companies who have the benefit of not only
size but also experience, and hence greater
advantage and negotiation power. There is a
growing realization that to have someone on
their side who can negotiate those deals for

them is quite significant. Also, because of the
increasing spread of how rights and digital
media can affect a deal, it’s becoming a
double necessity to protect filmmakers from
having their creations exploited and from
infringing the other rights they might have
already sold.  Consequently, with the
complexity of the changing dynamics of
film entertainment, they're realizing that
they need lawyers to check their deal and
their copyright clearances and the whole
question of consulting a lawyer in overseas
deals is being taken more seriously than it
was in the past. Homegrown South African
films are growing in stature, which means a
more businesslike attitude, and so we're
definitely seeing an increase in a
requirement for lawyers who are
experienced and have expertise in the whole
media sector. 

TBOF: One of the problems I felt just
listening to some of the people here – I’ve
been here for ten days and I’ve met with a
number of filmmakers  – is that the industry
is actually very young. South Africa and
particularly Cape Town have been a service
industry for a long time. You have beautiful
locations, and I have to say Cape Town is
one of the most beautiful, friendly cities I

Emma Kingdon is a lawyer at
South African based Cliffe
Dekker, the member firm in
South Africa of DLA Piper
Group. 
In an exclusive interview with
Elspeth Tavares on her recent
trip to South Africa, Emma
Kingdon, one of fewer than a
handful of lawyers versed in the
intricacies of the film industry in
South Africa, shares with The
Business of Film the ‘layers’ of a
growing South Africa on many
fronts, and that the problems
faced by the filmmakers in South
Africa are very similar to those
in more matured film markets.
With the increasing emergence 
of homegrown films, filmmakers
are beginning to understand that
having legal counsel is essential
if they are to stand head to toe
with their European or American
counterparts. 

A Valued 
Added Asset 
The Industry’s
First Female
Entertaintainment
Lawyers

South Africa
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have been to in the world. But in terms of
building a strong independent structure and
a body of work of films, you are still young. 

EK: Yes.

TBOF: What is also interesting about what
you say is that it’s reminiscent of the early days
of the Austrailian film industry. Twenty years
ago they were going through the same
problems, of having an industry that was just
beginning to open up. A few films had been
made, and then one or two of them became
successful in the marketplace and the
filmmakers came back                    (to Australia)
and suddenly realized they didn't really
understand the outside world. Where does your
knowledge of media come from, and is media
law something that you've specialized in? 

EK: It's difficult for one to specialize in the
film industry because there are very few places
where you can actually get academic
knowledge, so my knowledge stems from the
publishing industry. Our firm Cliffe Dekker
acts for a number of big South African
publishing houses; most are in educational
publishing and one is a trade publisher.
Through that we've acquired intellectual
property knowledge.Because we're a
commercially focused law firm, we gear
ourselves towards corporate and commercial
work. The film deals are a combination of
intellectual property and basic commercial
knowledge, so there's that combination of
expertise that I've been able to pool together
and give me a head start. In addition to that,
a lot of it is about gaining experience of the
market. Broadcasting is a slightly different
sector which I'm not specialized in because it
is more regulatory. The film industry is more
about practices and how people do things and
being able to talk the same talk for both your
client and the distributors. So it becomes a
question of trying to glean as much
knowledge as one can from as many other
sources as possible, and it's not the
traditional sources, it's not universities or
textbooks. 

TBOF: No. The other thing is I would
imagine that you have to have an
understanding of how the film industry works
in other countries like England or America.

Or do you have those partners or liaisons? 
EK: Yes, we are fortunate to be part of a
global alliance of law firms called DLA Piper
and I work quite closely with the DLA London-
based lawyers. They deal with both major and
independent film companies and it's been very
valuable to be able to pick up the phone and
say, "This is something I'm not familiar with.
Can you help?"  And in turn, because their
clients are very interested in working in South
Africa, they'll phone me and say, "Look (just as
you were saying earlier], we're totally
unfamiliar with the South African scene. Can
you explain to us what the tax incentives are,
what the rebates are?" In fact, when I met you
on the plane, I was coming back from a
conference in Barcelona where all the lawyers

in all our offices throughout the world who
practice media, technology and
telecommunications met for the weekend
basically to network and to find out what's
going on worldwide. The trip was very
interesting because South Africa is behind in
terms of technology. What came home to me
very strongly is just how very rapidly the
world is moving into new medias, which very
soon will start filtering through to us as well,
and that's great, because it keeps me on my
toes, and stretches the curve of knowledge for
me.

TBOF: One of the other subjects we touched
on earlier in the conversation was that South
Africa is a very young country, in terms of
producing your own productions and
filmmakers are now trying to tell their own
stories. Consequently there is a big push to
produce South African films, or films about
South Africans, but you have very few
producers. Unless they travel, they are quite
isolated with respect to the mechanisms of how
the industry works. How can you help the

industry? And do you find that as a law firm
with a spectrum of clients perhaps you're in a
position to help facilitate contacts or
exchanges between interested parties? There's
no school where you can learn to be a producer
in film, in most other disciplines, yes, but not
film. 

EK: I've tried to use the connections that I've
acquired through our alliances. Most of my
clients are independent producers, whereas, in
the UK, their clients are big production
companies and distribution companies. When
my clients want to do a deal with our clients in
the UK, to avoid any conflict of interest at a
later stage, I try and get them to work together
and make the introductions now, and it's
happening very slowly. Our alliance itself is
fairly young, so, it's early days, but I think I
can see areas where we can knit together
relationships and try and work something out.
But trying to glue these deals and other
relationships is a difficult one because the film
industry is about networking and relationships.
I find I have to ‘work‘ at being attuned to the
opportunities that I can provide my clients
with, and my clients use me not only for legal
work, but they're interested in my other client
base when they are trying to find finance, for
example. Obviously with partners on a global
basis we have contacts on many levels to do
with many areas of commerce, and some are
involved in private funding. So I try to stay on
top and to be alert to the opportunities across
the board, to the ‘potential’ that other clients
within the organization may offer with respect
to my independent filmmakers. 

TBOF: Are there local private people here
like there are in America and London who are
quite keen - for one reason or other – to invest
in film, because it's sexy? Is there such an
animal in South Africa? 

EK: That has not been my experience. It
might be different in Johannesburg where
there's a much wealthier base throughout the
demographics based there, but in Cape Town I
think there're just not enough people with that
kind of money. Having said that, we do have a
client who did that in the past, because it was
tax-efficient. The loophole that made it
possible is now closed and it’s not possible to
get the tax benefit that previously you could. I
know there are constant movements and
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requests being made to the Receiver to make it
more attractive for people to invest from a tax
perspective. Whether that will come about or
work is difficult to tell. 

TBOF: What are the other main aspects that
you think independent filmmakers come across
in South Africa and how can you help them?
Are there any other benefits or tax incentives?  

EM: The industry often refers to the current
tax structure we have as it being a tax
incentive, but it's not really. It's just a way of
deducting costs beneficially but it's not an
incentive, I wouldn't say.  The Department of
Trade and Industry has a rebate incentive but it
only came into being about 18 months ago and
I think there are only a few films that have seen
any money come from it, so it is attractive but
it's not widespread enough. Financing is
always the biggest issue, and getting their
product distributed too. I think what seems to
be happening now, is that producers are saying,
"Let's stop making these South African stories
that maybe don't have international appeal.
Let's just make a film that is going to be a box
office hit because it's got international appeal."
So I think that might be what in some ways has
hindered filmmakers moving forward as fast as
they had hoped, aside from the problems of not
constructing the legal framework they need. In
the past we have all had these very intense
stories to tell about the South African

experience, but it's not necessarily popular or
of interest in the bigger markets. The ‘art film’
circuit around the world enjoys those films but
not the mass audience every filmmaker hopes
to reach when they make ‘any’ movie. I
currently have two clients developing a story
for a film that they think will hit that market.
But again, they struggle to break into the
international financing channels that can help
them make those leaps. But all sorts of good
things are afoot and are happening and I am
optimistic that we can start building those
relationships. After chatting with you, I have
decided to be at Cannes this year, and hope to
make more contacts, meet the distributors too,
and get more understanding of what ‘goes on’
globally for all filmmakers. I know that it’s
very slow to get to a point where you are able
to get projects off the ground. 

C O M P A N Y P R O F I L E
Cliffe Dekker Cliffe Dekker is the member firm
in South Africa of DLA Piper Group, an
alliance of legal practices that includes firms
with offices in Egypt, Zambia, Tanzania, the
Nordic region (Denmark and Sweden), Poland
and South Africa that are affiliated to, but not
members of, the Organisation. DLA Piper is a
global legal services organization with 62
offices in 24 countries across Europe, Asia and
the US. With over 3,200 lawyers globally, DLA
Piper is the second largest legal services

organization in the world. Cliffe Dekkers’s
niche practices focus on the specific
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among them: Aviation; Banking; Financial
Services; Healthcare; Technology;
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Mining; Oil and Liquor. About DLA Piper We
are relationship-driven lawyers, working to meet
the ongoing legal needs of our clients wherever
they do business. Operating across Asia, Europe,
and the US, we offer you more than 3,200
lawyers in 62 offices in 24 countries. We act for
enterprises across the full spectrum of business
including local, national and multi-national
companies in a wide range of business sectors.
We have clients from single-owner start-ups to
household name companies on a national and
multinational basis. Our clients are truly local,
national, regional and global. We commit to
being a long-term partner with our clients on a
day to day basis, year after year. We are there for
the important everyday business issues that our
clients face, as well as the larger and less
frequent transactions. We place the highest value
on building close working relationships with our
clients. To accomplish that, we offer you lawyers
who are culturally attuned to the business
demands and legal requirements of their
countries, who have excellent legal skills, and
who are totally committed to our client service
ethic. Our clients say that this commitment is
what really sets us apart. 
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Prior to attending AFI, Christian
Filippella studied at Italy’s Centro
Sperimentale di Cinematografia, which is
one of the two oldest schools of cinema in
the World, the other being in Leningrad.
Whilst working in Ireland where he
collaborated on and directed films for the
Northern Ireland Film Commission,
Filipella won a prize as one of the best
young filmmakers in Ireland. In 2002 he
was selected for participation in Italy’s
Centro Sperimentale di Cinematografia,
considered by many to be the best film
program in the world, and after
interviewing with CSC’s Gianni Amelio,
decided to join their program. Only 6
students are accepted per year, and for a
period of three years they work in 35mm
at the amazing facilities with access to
AVID rooms, PRO TOOLS rooms, and
mixing rooms. The school has one of the
biggest sound stages in Europe, and is
located adjacent to Cinecitta studios
affording the students access to the sets of
productions shooting at the studio. For
Filippella’s thesis film he and composer
Roberto Boarini wrote the original
soundtrack which was recorded in Dolby
digital sound with a 35-piece orchestra in
a theatre in Venice. With a background in

photography, painting, sculpting, and
writing, Filippella entered Centro
Sperimentale di Cinematografia wanting
to experiment with associating image and
sound in an unconventional way. He
found that in Italy there is “little space for
young directors with new ideas” and
“producers are always investing in the
same projects and people”. As an Italian
filmmaker he feels, “Italian Cinema is old
and not renewing itself. It’s stuck to ideas
of films from the Neorealist period and
hasn’t ventured to start  ‘a new wave’ of
productions.” Over the last 30 years or
more, with the exceptions of cinematic
geniuses like Bertolucci, Tornatore,
Benigni, and Troisi, Italy has not enjoyed
a period of good movies. The industry has
shrunk, and the rare good directors often
look for funds in other countries. 
Unlike France, the Italian film industry
has never modernized. While the French
have kept ‘their style and personal vision’
in a modern perspective, in Italy there is a
lack of ideas and young producers. It is
one of the reasons Filipella decided to
leave Italy after graduating Centro
Sperimentale di Cinematografia and
move to Los Angeles. He said,  “The
market for Italian films internationally

was killed because our government
decided to impose the Italian language on
every Italian production and denied
producers the possibility of having
international casts. There were no private
investors and films could only be
produced with public funds, which meant
passing through the political filter and
which resulted in only certain films being
promoted and financed. I believe films
should always be free from any kind of
control. In recent years one of the best
examples of how Italian producers are not
focused on searching for new ideas and
talents was Emanuele Crialese. He was
not selected by the Centro Sperimentale
and couldn’t find a producer in Italy. He
decided to move to the States where he
went on to study film directing at NYU.
His first feature, Once We Were Strangers,
shot in English in New York and was
selected for many festivals, including the
Sundance Film Festival. Crialese received
many awards including the Grand Prix du
Jury at the Valenciennes Film Festival.
Respiro, his second feature, won the
Cannes 2002 Critics Week Award. After
that our national TV channel production
RAI decided to put money in his new film
Nuovomondo.” 
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Adam Bedi arrived in LA in 2006 to
further his career as an actor, and
recently went into production. He
got his first taste for producing as
a production assistant on the pilot
called Viva Laughlin. Bedi said,
“It’s been fun and I have learned a
lot. I've realized that I am a
producer by nature and want to
start doing it professionally. So my
priority is learning all aspects of
producing, and I am looking at the
performance aspect as a
passionate hobby”. Continuing
with his acting career, he can be
seen in Superconcious directed by
Neil Gabriel De Sousa showing at
the Short Corner Cannes 2007.
Bedi also plays the lead in two
Bollywood crossover movies:

Strings directed by Sanjay Jha, and
Hello Kuan Hai, directed by
Rakesh Sawant. His first role was a
Special Appearance in Tigmanshu
Dhulia’s recent film Charas. Other
Bollywood projects are currently
on the anvil. His experience in
improvisational theatre led him to
make a Short Action Film,
Diamond Minds, in which he
starred, performing and
coordinating the stunts as well. 
Adam’s expertise in Extreme &
Adventure Sports (PADI
DiveMaster Certificate, Level 2
Snowboard Instructor, Off-Road
driving experience in cars and
motorcycles) has him seeking to
‘bridge the gap’ between extreme
sports and entertainment. He is

looking forward to developing
formats for various Sports
Networks, and Ski Resorts located
in the Himalayan Mountains of
India. Adam’s modelling began
with the prestigious title of Brand
Ambassador for Lawman Jeans a
few years ago when he first arrived
in Bombay. Since then he has done
a number of other Television and
Press campaigns as well. 
Adam was born in Los Angeles to
an Indian father and American
mother. He grew up and was
educated in the US, but chose to
pursue his professional education
in England, graduating in the
Performing Arts from Queen
Mary’s College. 

Christian Filippella

Adam Bedi

The Road From Italy That Led
Christian Filippella To AFI. Has
Italian Cinema lost one of ‘a
new breed of exciting and
imaginative young directors’?

P R O J E C T S
OMNIARERUM
Before leaving Italy I was going to produce and

direct a low budget experimental movie in black

and white. The script was given to one of our best

Italian actors Alessandro Gassman, son of Vittorio,

who accepted the main role enthusiastically. The

idea was to make a completely new style of film,

creating a new underground movement. Even with

Gassman on board and a low budget requirement, I

couldn’t find a production company to finance the

project. Everybody said the script was too

experimental. I wanted all young people on the crew,

all my talented friends I had met over the years. In

Italy people get old and conform to old styles before

leading a team, so they never try new and different

things. I decided to not conform to this pattern.

Instead, I have chosen possibly the longest and

hardest way of making films. In the past I have also

worked as a waiter and barman to pay for my own

studies to keep doing what I love. In the last 8 years

I have worked with low budgets and gained

enormous experience making these kinds of films

work well. Ultimately, I would like to make this film

in Los Angeles with an estimated $250.000 budget. I

am looking for an interested independent production

company in the States. 

THERMAE
I just finished writing a screenplay set at the end of

the Roman Empire with the idea of shooting the film

in Latin as my first feature. My wish list is for the

German producer Roland Pellegrino to make it. I

consider him an example of how a real producer

should be. The title is the same as my thesis film at

the Centro Sperimentale with some common

elements but a totally different story.

L’HOMME  OISEAU
I am currently adapting this wonderful book for the

screen and am looking for a production company in

Los Angeles.  While studying in Italy Christian

Filipella was mentored by some of Italian cinema’s

legendary filmmakers including Gianni Amelio

(directing), Piero Tosi (costumes), Giuseppe

Rotunno (cinematography – Fellini’s

cinematographer for 20 years), as well as Vittorio

De Sica, Roberto Rossellini, Pietro Germi, and

Furio Scarpelli.
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MARKET SCREENINGS
Thursday  May 17 th at 10.00 am Olympia 1

Monday  May 21st at 11.30 am Star 4

a man, four women and a dinner to discover love, 
and rediscover the family... 

One of Avati's best films in recent years.     LA REPUBBLICA
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MARKET SCREENINGS
Saturday  May 19 th at 9.30 am Arcades 3

Wednesday  May 23 rd at 10.00 am Olympia 2

A veritable treasure 
... irony and tragedy

of the war...
Monicelli has brought 

us a beautiful,
funny and moving 

film ... how a 
genius of 

comedy 
makes a film
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MARKET SCREENINGS
Friday  May 18 th at 10.00 am Olympia 5
Monday  May 21st at 10.00 am Olympia 2
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MARKET SCREENINGS
Friday  May 18 th at 10.00 am Olympia 5
Monday  May 21st at 10.00 am Olympia 2
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MARKET SCREENINGS
Friday  May 18 th at 10.00 am Olympia 5
Monday  May 21st at 10.00 am Olympia 2
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MARKET SCREENINGS
Saturday  May 19th at 11.30 am Arcades 3
Monday  May 21st at 12.00 pm Olympia 5
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MARKET SCREENINGS
Friday  May 18 th at 10.00 am Olympia 5
Monday  May 21st at 10.00 am Olympia 2
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MARKET SCREENINGS
Thursday  May 17 th at 12.00 pm Olympia 8
Monday  May 21st at 14.00 pm Olympia 5
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PALOMAR and RAI CINEMA
present

KIM ROSSI STUART
inPIANO SOLO

a film by
RICCARDO MILANI
an Italian-French coproduction

PALOMAR, RAI CINEMA, HUGO FILMS
based on the story 

“Il disco del mondo vita breve di Luca Flores, musicista” 
written by Walter Veltroni

published in Italy by Rizzoli 

starring
JASMINE TRINCA

PAOLA CORTELLESI
ROBERTO DE FRANCESCO

CLAUDIO GIOE’
SANDRA CECCARELLI

and
MICHELE PLACIDO
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IN POST PRODUCTION

LIONELLO CERRI
with TIZIANA SOUDANI 

presents
a

LUMIÈRE & CO and AMKA FILMS - TSI
coproduction

GIORNI E NUVOLE
DAYS AND CLOUDS

a film by 
SILVIO SOLDINI

starring
MARGHERITA BUY ANTONIO ALBANESE

ALBA ROHRWACHER
GIUSEPPE BATTISTON

ITALIAN DISTRIBUTION: WARNER BROS PICTURES
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MARKET SCREENINGS
Sunday  May 20 th at 17.30 pm

Arcades 1



a story of mystery
and love

A contemporary emotional thriller ... 
Lush orchestral soundtrack by Morricone.
SCREEN

MEDUSA FILM
PRESENTS

a film by giuseppe tornatore

the unknown
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MARKET SCREENINGS
Friday  May 18 th at 12.00 pm Olympia 9
Wednesday  May 23 rd at 17.30 pm Star 4
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A MUSICAL COMEDY ON LIFE, DEATH, SEX AND LOVE

NIKOS PANAYOTOPOULOS
a film by

C
R

E
D

IT
S

N
O

T
C

O
N

T
R

A
C

T
U

A
L

MARKET SCREENINGS
Saturday  May 19 th at 18.00 pm Olympia 5
Monday  May 21st at 10.00 am Olympia 9

NIKOS PANAYOTOPOULOS
a film by

This film has been distributed with the support 

of the MEDIA Programme of the European Union
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nine women, nine lives, nine intimate portraits

MEDUSA FILM AND RODEO DRIVE
PRESENT

PRODUCED BY

MARCO POCCIONI AND MARCO VALSANIA     

“ ...”

A FILM DIRECTED BY ROBERTO CIMPANELLI

...On the road to Venice...

...Luisa is dreaming of marriage... 

...Umberto of his big chance... 

...The crook has no more dreams...

®

ADRIANA CHIESA ENTERPRISES

JIMMY ON THE HILL

X FILM
presents

a film by ENRICO PAU

THE STORY OF A YOUNG  MAN BETWEEN REVOLT AND REDEMPTION 

based on a novel by MASSIMO CARLOTTO

MARKET SCREENINGS
Tuesday  May 22 nd at 13.30 pm Star 4

MARKET SCREENINGS
Wednesday May 16 th at 13.30 pm Arcades 1

MARKET SCREENINGS
Wednesday May 23 rd at 13.30 pm Star 4









BUCKLEY NORRIS

BACK BY POPULAR DEMAND APPEARING DAILY
AT THE HOTEL DU CAP UNDER THE UMBRELLA!

Would like to congratulate the very talented winners and nominees of the following films!

FILM

• The Departed Martin Scorsese
• The Queen Helen Mirren
• Borat Cultural Learnings of America for Make

Benefit of Glorious Nation of Kazakhstan
• The Illusionist
• Pirates of the Caribbean: Dead Man’s Chest
• Babel
• Blood Diamond
• Cars
• Children of Men
• Click
• Flags of our Fathers
• Happy Feet
• Letter from Iwo Jima Sound
• Little Children
• Little Miss Sunshine

WINNING CATEGORY

Best Director, Best Picture, 
Film Editing, Adapted Screenplay
Best Actress in a Leading Role

Visual Effects

Animated Feature Film
Sound Editing
Actor in a Supporting Role, 
Original Screenplay

Risk Management   •   Insurance & Reinsurance Brokerage   •   Human Capital & Management
Consulting   •   Outsourcing

Office: (310) 234 – 6822 • Cell: (310) 600-8000 24/7  
Fax: (310) 446-7828 •  E-mail:BFNFilm@gmail.com  • License No. 0806034








