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This will be & day of exchange, imeraction, new perspectives and

discussion with the Curators and Artists. With specific histori. s
to the Korean Moon Jar, the event will reflect & doeper urid-
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Place on the Korean Wave
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ol Korea's paricipation as Morke!
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Daote  Twesday 15th Oclober (7 FM)

Venue Korean Cullural Cenlre UK

Chair & Panellisis

Samira Ahmed i o jouncis!. Drogdoaster and visfing prolesor of
umainm af Kingslon Urivenity ond bves in Rew Molden, whers she
TMaped Pt ol al Koeon Cullund. ST Dfaienh Surday Mg
Live and Newswalch on BBC 1. NMight Woves on Rodo A Someming Un
denicod on Rodi 4 and hos mode documentores lor Bodio 4 on sub-
et ranging korm Danvid Bowie 1o Waslirrs. 506 wibei o cabre o
The: B biue and conifbutes i Pewspoapens Mcheding The Guandion.
She won o Stonewold Sroodcost of the yeor gwond whils g reporier and |
premntor of Chonreal 4 News, Somia begon har coreer o o BIC rews

Wl G s L T D T e, #i Todmay
programme. a3 e BB Los Anpeies Comespandant and news anchol
for Deuhiche Wedls TV In Berin,

Dr Grace Koh is o lechurer in Eorean Literoture af SOAS, Unkersity of
LOPHIGN, wiers i o COMVanec The MA, Eoreon Ltsratune anc Ma
Comircve Liloroiue RIOQramemat ond 1Gochns Couwses an Koma
Inerature. flerary theory. and tronsation. She received her BA n Com
porctve Lilerciuvre ond French Studies ot the Amenicon Univeesty ol
Py, MSH in Komean Slucies onae DFN n Oderiol Siusses (Koman Lilero-
tura) of Owlord Universty. He ireseaich aneds inciude Konson and East
Agan ierary prose rodhions: ilerory ond infelectual hisory: Fovel il-
Mﬂvm and cuBrol encourens: orilicnl Mecry orid Comparctve o

Emmie Francis & on edor o1 Shon Books, whorn she works wilh ris-
rative nonficlion. Slesary lichion/memaor and ilerature in frarsiafion.
Prevdoudy. she waorked of GrovedAlloniic, Inc. in New York. Educoled in
Londan an Gl Homeord nveesity, i Corrginrad e Colimisia Urver-
sity Publishing Course in 2011. She b olio o contibuting editer af The
‘White Review, 0 quarnery arfs joumnol publshed in pind ond onine pe-
CiERNG in new oF Ereeging ortiits an weiten,

Jung Chan, o !mn quihor, has concenfroled on ihe Imposibie

s Can N e e ol Wiheet i thee onigen of
namﬂt Mm‘q of tha main charoctan it Jung Chan's novak am
novelsk. Theough these chorociens he investigates ontalagecol ques
fiorn such oe “What & e nowel ond ihe Roveist® ond Yow officull & it
T b o reesnbsl iy e 2101 cortury® H s ireraited in concepi ek
6% Poswidt, the Amighdy and Redemplion. Tha main charachos grao

epts 0nd shuggle wilh Sem throughout his nowels His

=7HE 7z Ui & Zat




" KZJFICE

e i BUFEARUR
- e b

=(%) - K-Film Talk - st=2H3}= LU5IC}

A K-Film Talk: SH=2H3E 26iCt

AXCHA M, S X FE W ?.i‘ i} Al’é-l _*%% HESIL,

A AEIRIOIS o] 248 TRSD 2L 83 821 Y R ——
o

10 08
08 W
To
=l
2
_>.:
J
ruTﬁ
_9'1_I
kI
30
rr
ron
H
02
Eﬂ
1o
F2
nt
A
0—-
oot
P
E

Atg] R Xt

A2l Tony Rayns (OtA|O} Hat BETY
xR ZRM (YEIZUE) ZAS (YERIE), LEZ! (HE7)), Briony Hanson (British Film Council CI2E),
Isabel Davis (Head of International, British Film Institute), Alex Stolz (Head of Distribution)

F2 X LiE

Briony Hanson (British Council Film C|2llE{)

© T Bt Al BT B FRBaIAO] XY HHY AN,
Aol 2=, Chmolst HiR X FRASREIOL BE02 BT THISIO| A2 FatH ol W B3 XiY, H| At p
79 720t ofLzt el FR HIZAL M ZEH S 2 7iznle| HaiS Saf BT FeIe| MAs XSSt 51 S

Isabel Davis (Head of International, British Film Institute)
« A2 o5 Hig 2 MIZAIEHE Y H2HEE S| HEA A
. 5122 35t OFAIOL LY G2 Q&to) tiE BEL 0|2 A2 HEAIRIY| SESYSE XSt e H=Fste| tig0|

ez |23 | 0 2orE KA Ui 2 2o




tote
5t

m_ﬂ -
& o= iod [=)
el T =3 = ol
1 | ﬂ_- — .WM
B0 o 30 &0 Wo E
o T B ﬁ =] &0 ol
~nO = = av £ ﬂ.o m_. ..MO
A_D Jw w M __n.vU ..&-_ EE m_-_
X = of m.__ L ps - 5 7
0 2o - M:_ mﬁ_ no P = U_.__
5 = 5 W = sz B0 by oK
argl R RO i o r ! ar
® = I & Kl 0! ol I
ol == = o no o ok .J. iq
5 H CO T B om B -
< W oK n i) ar uﬁ B0 = M il
m e ol Ko g s o i 2 i
M ol B o K @ o i} B0 o
5 W x 0 = S K M ) o 4 e
il NE el SO R0 2 oy 80 )i
o [ = i) L z_m M 0 o)) 1o = iod —
L - = T Y o iy . w
B me 3 ouE o =] W & % 1o g,
ir =0 7 al = KK o & of 5 ob e
I S = =d e W= B 2 U 5 Kl =1
o o =B 3 N F A X0 o 7 ~ o ol &
% 5y O o ol = =y il ol < 3 o =) >
oF I g 0 il < DS % ) IH K
o 1 i 8 o K = o A 3 : = A
s B g X ol o o 20 80 =} L - 3 ) +
g E 3 = N wm oo ﬁ % 30 = i) ._A.ﬂ g m______ 0
E o1 X @ S = 5 <0 [ 3 H sl
= mm ,_um ME 5 ok M K= ._M_| M .J_.AWN —_.__..L 80 H___ MM M mw 1_|_..
2 LK X o < 2 0 g0 Y Al T & TR
2 oo =) LHo al qw_m | Ul = o M w =T T _.n_.._.J._u =T Kl T s
& R @l KO o o o <5 B o L. J o S=
i =T 0 H . e ™ KY dod ™~ ol i)
S K W 7| of &8 i =< i oK of = £ F < . = U 7 =
S = ou o & I i K~ Y K- m0 i i o GUR:LY ~
= o il T OEDN 3 = = T = I 2
b s E oo oo b 5 RO B Wi & -4
g . o = & K - ogo W L 2 =
2 S M | L J )il - 00 =
e I8 B 7= o o4 = W @ q i) = . a® W
R g w g we ST w ¢ &2 %W o i @fF ITE Ay
o < wr n~g oH o 0~ K N = oo K i ol = ol =K o 50 B0 o
g ol B R nlom Ly o 9 orf 0N  mo -~ o o of 8.2
£ & ok 1 T N %o o o B & TR m_mo 80 up Wo o = m._m_ _m__.____._ ) = o
Nog S Ky = M%%@mﬂm A S ] LN E =4
2 & IR o X9 g 4o =0 [F = o ol o it
3 WA LN P WMo o g
M B0 B0 ﬂo Kk 5 5 N
< i *




K—Fim Talk 23 2|

(H2HEBEIO] Isabel Davis)

(¥—Film Talk %

2013 22t SI2R2 HiH 2 : 25 | n =2opE i3 e ¥ Aot




KZYFICE

He=aZndansis
. . . -

‘URO|M B2 ROUQIFE FHIZ U= U M SolA BUEQI Q17| B2 U= SR cish CHEXQ! SHM

Prabits

cajol (AT BU 0SS SAOE B AIFAISCl 0k 29| DSYOIL BHUE
0] Sefofe) Fetel BAIH SIS ZEEOIA Hopis 71Ea Aizsls 7188 L7 2802 Yol
QUojt BHEE 30| HEIBH 0| OILIZE AR Bt ARt 3t AlRtel 0hZ0| 28t Zal2 Efolct Hol2tn XIS

SEE UEelo| ojLizl, 52, SIS Sats ZHX2 M MAE NSIAR 0tAlof] 0k, oAlotel Sxi, otxlotel
20| M0l EREICH: 242 QIXIAITIS 71517} HIZCHD Hm, SRl MAHL! 2127t EI3 QU MOl, AN,
aM, w22 S8 02 SOBA AN

£S5 $ixf YRoIM2 EistR 20 el = A =.o}0=| ‘QE2 off 7Hel0] EOLSHM E711 QU= #RE 272t HEAMA
22t 220 H|USH=7) el Q22 HEon, “SIRE Aoishs AR 2X| oW Eoh I8 AljSel 2
OtAlote] S&2 Waligtct o =2 E'_*?_*-rar =30l é%% =S

Zozl= 25 Y22 MU, 001 M | Fu{2{AS 0[0F7|2} 2E0 AIBYE REL2(7t FOIX|
o= 22 B2 ZHE TYEUS

| 27 | n =271 243 e & Zat




TR

]:x.';.‘:ﬂfi

u, rubber Shigg
and straw SE
fairly fi fof
ﬂm? = -
lﬂﬁﬂﬂgw

MR HA M

} | 28 i Il =270 0% e o Ao}




1.2013 324

2013 224 SIETY ZnE nE| | 0 =271 JHE Y Y Zat



e B2 - @ERE - afl(liberté) - S, B

a—

m REL - BaRE - FE(éqgalité) - &, &
ik

F | EdE - LR’ - RE(fraternité) - &£dpE, 3+
%

=

J o bl e
o P s
A = B B e R

2013 =22 oiREE ZuEny | | I =7HE HE LS R 2t



7hs} 9jgke] Aol Bloj e o] 429 A
a1

=
TEo| g7t o] 53 A ste} 7lF3}9]
A9 olyx gt 28y o)Al =




==
=

Egyptian Lachrymatory
Tear Bottles

British museum
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New business “The Memorial Tears”

The Mystm ¥
of Tears

FREY Il PR,

William H. Frey II, Ph D.
Biochemist at the St Paul-Ramsey
Medical Centre in Minnesota
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Crisis &
Opportunity

Economic
Crisis

Intrinsic value

Leo Tolstoy Mohandas, Gandhi
(1828-1910) (1869-1948)

J. Ruskin
(1819~1900)

William Morris
(1834~1896)
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Biophilia

Tonopiiia

Neophilia
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King Kong( Tarzan the Ape
Walt Disney Merian C. Cooper Man(1932)

Johnny Weissmuller

The Data, Information,
Knowledge, Wisdom Chain

Where is the Life we have lost in living?
Where is the wisdom we have lost in knowledge?

Where is the knowledge we have lost in information?
T.S. Eliot, "The Rock", Faber & Faber 1934
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DIKW hierarchy

Context

4

Joining of |

wholes

Formation

of whole

Connection |

Of parts

Gathering |

Of parts

T — Understanding

Researching Absorbing Doing Interacting Reflecting

The Knowledge Pyramid

WISDOM

Use Knowledge to
Establish and Achieve Goals

KNOWLEDGE  Analyze and Synthesize

Derived Information

INFORMATION Give Meaning to

Obtained Data

DATA

Obtain Raw Facts
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Green Building in Zimbabwe
Modeled After Termlte Mounds

| Doan, 12/10/07
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either—or
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Interface, Analog

both and




Why did Goethe called

which moved the ancient sages?

This tree's leaf that from the
To my garden's been entrust
Hole cret sense, and ar

['o a man intent on knowled;

Is it one, this thing alive,

By and in itself divided,

Or two beings who connive

That as one the world shall see them?
Fitlv now | can reveal

What the pondered question taug

me:

In my songs do vou not feel

That at once I'm one and double?
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contraria sunt complementa:
“opposites are complementary”

Coat of Arms of Niels
Hr‘ﬁl‘lr‘

Niels Henrik David Bohr(188571962)

Copenhagen, Denmark
In 1922, Bohr was awarded the Nobel Prize in

physics

Rubber Shoes and Straw Sandals
No left, No right

Glass shoes for
Cinderella fits
exclusively for her.
(Exclusive)

= —

W L, /
-l-_f.l[’(_l

But, rubber shoes
and straw sandal is
fairly fit for
everyone as if
wrapping cloth

R
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Intermodal Container

5

Malcom P. McLean
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Total Productive System of an Industrial

Society
(Layer Cake With Icing)

3 3
— e T GNP “Private"” Sector
“Private” Sector Rests on

GNP-Monetized

2 of Cake " 2
Top two layers : GNP “Public” Sector

Rests on

Social Cooperative
Non-Monetized Love Economy
Productive 2 of o ReTson

G- ' Nature'’s Layer
Lower two layers
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Rock (Fist)
(Close)

(hard)
(aggression)
(heavy)
(dimensional)

(Trunk)

Paper-Wrapping
cloth(palm)

(Open)
(soft)
(cathalicity)
(light)

(flat)

(leaf)

Design code in Asian Culture

S cissors'g;: § h

\--\‘, . :

Beyond Binary opposition
paper

beats scissors
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Waves of Innovation
5 A i L TN er 2 |nfma[j.0n
& Communications
Wave 4:

Mass > =
Production //'Emputefs
Wave 3: """/ Telecoms
Electrification "~ Aut /" Sohware
Wave 2: i Airlines
Wave 1: Steam E Plastics

i lectricity
Water Power Eich

-
: / Heavy Engineering
(Industrial 9410_'""3‘“ /Engines Synthetic Dyes
- rf Railways
Textiles Mechanisation
/" Cotton, Iron

Canals

1780 1840 1970 2010

Resource
Efficiency
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DO HO SUH - Home Within Home
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Government support helps growth of Korean film industry
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INTRODUCTION

In 2012, THE KOREAN CULTURAL CENTER held its first forum that focused mainly on
the impact of Korean Wave, or the Hallyu, in the Philippines. It gathered the members of the
academe, the media and the concert scene to expound on the phenomenon that has swept the
Philippine shores with its frenzied growth.

The first forum provided an overview on Hallyu, as it is a phenomenon more commonly
translated to the Filipinos as K-Pop and Korean dramas. In a more historical sense, Hallyu (2t
was coined by the Chinese media to refer to the popularity boom of the Korean dramas that

were imported to their local shores. It was derived from to Korea words, the HAN (¥} being

Korea and the RYU () for the waves.

(4

The term Hallyu soon became a household term for the booming entertainment
industry of Korea.

In the Philippines, Hallyu is a very much established phenomenon and at the heels of
the seventh Korean Film Festival comes the second Hallyu Forum which has been expressly
limited on the industries of Korea and the Philippines in the field of cinema.

The second Hallyu forum is dedicated to the new wave of cinema as both Korea and the
Philippines have had strong presence in the international film festival circuits. Subtitled
“Connections, Convergence and Cooperation”, this forum aims to identify the key areas of
cooperation between Korea and the Philippines in film initiatives, as well as to promote the
2013 Korean Film Festival.

OBJECTIVES

1. Provide an overview of the film industries of Korea and the Philippines.
ldentify the importance and the role of the government in film support. :

3. Identify and explore key areas of cooperation between Korea and the Philippines in film g
initiatives, and;

4. Promote the 2013 Korean Film Festival.
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MESSAGE

Address by His Excellency Hyuk LEE
Ambassador Extraordinary and Plenipotentiary of the
Republic of Korea to the Republic of the Philippines
Hallyu Forum
September 17, 2013

Distinguished guests from the film industry and the academe;
Ladies and gentlemen:

Anyong hashimnikka! (Good morning!)

Before anything else, | would like to welcome you all to this event - the 2nd Hallyu
Forum - and congratulate you for this very worthwhile endeavor. For the next seven hours or
so, you will benefit from valuable information that will be imparted by people who are
recognized authorities in their respective fields. Your interaction shall not be limited to the
lectures. There will be open forums and your active participation in them is not only ideal but
even encouraged. By the end of this forum, you will also be familiar with one another, thus,
fostering a more harmonious relationship among peers in the film industry.

The forum, of course, has more concrete objectives. For one, this is one way of enriching
relations between the Philippines and the Republic of Korea via support for the arts.
Afterward, you will also find yourselves with additional knowledge and enhanced skills in your
areas of expertise brought about by extensive discussions of our respective filmmaking
techniques and styles. 1Tam sure that this forum will let you discover the history of your own
film industry, as well learn about ours. This, | hope, will open gateways towards collaborative
efforts in cinema.

I am delighted to learn in my first year here as ambassador, that Korean films, soap
operas or what has come to be known as Koreanovelas, and K-pop are very popular among
Filipinos. | am pleased to inform you that we have relaxed our tourist visa policy so that more
Filipinos can have the opportunity to visit Korea and ride the Korean wave or Hallyu. It
symbolizes the vibrancy, creativity and dynamism of modern Korea. Korean drama and movies,
more specifically, reflect the values and emotions shared by people from all walks of life.

As Ambassador, I believe it is high time we seriously consider the collaboration among
our actors, directors, writers. As two peoples with a rich cultural heritage and high inclination
for the arts, our artists can make new and attractive things, which will promote our countries
regionally and globally. Let us take great advantage of this opportunity and capitalize on the
talent and inventiveness of our artists. This way, we can further spread the charm and beauty of
our nations, develop our culture, and create a common community of friendship and harmony.

In closing, I would like to thank all the speakers, reactors, and moderators, as well as the support
staff of the KCC, who are instrumental in the inevitable success of this forum.

Thank you and a pleasant day to all of you.
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SESSION 1

Film Industry of the Philippines
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Panel Objectives:

The panel seeks to answer the following questions:

1: What are the important periods of the Philippine cinema and how did the Philippine
filmmaking landscape arrive at its present status?

2 What are the challenges of producing films now, with the presence of the
mainstream cinema, the independent movement and the hybrid of the two
(maindie)? 1s there a balance between quality and profit in terms of movie )
production in the Philippines?

& What is the future of the Philippine Cinema?

4. How does the Philippine participation in the film festival circuit boost the film \
industry?

5. What are the projects of the government to support the Philippine Film Industry? :%

6. How do government agencies, through their own specific capacities and mandates

(FDCP, NCCA, CCP, UPFI) overcome their limitations and contribute to the
promotions and development of the Philippine Cinema?

7. What are the opportunities provided by the FDCP in support of the local filmmakers?

Paper Titles and Speakers

1. Topic: The Filipino Film Industry
Paper Title: Reflections on the Historiographies of Philippine Cinema in Light of “Indie”
Cinema
Speaker: Prof. Patrick Campos, University of the Philippines Film Institute
Schedule: 9:35-9:50

2. Topic: The Role of the government in the Filipino Film Development
Paper Title: The Government and the Film Industry :
Speaker: Dr. Roland B. Tolentino, Dean, UP College of Mass Communication :
Schedule: 9:50-10:05




PROFILES OF SPEAKERS

Prof. Jonathan Eli A. Libut

® JONATHAN ELI LIBUT is a lecturer of History at the University
of Santo Tomas and the De La Salle University-Manila. He was
a Teaching & Research Assistant at the International Language
Education Center of the Catholic University of Korea. Prof.
Libut graduated from the University of Santo Tomas with a
degree in Asian Studies and obtained his Master's at the
Catholic University of Korea for Political Science in
International Relations. He also served as the Co-Coordinator
of the UST Academic Visit and Exchange Activities at the
Vietnam National University. In between 2007-2010, he
served as the Senior Editor of The Varsitarian, the official
student publication of the University of Santo Tomas.

Prof. Patrick Campos

® PATRICK CAMPOS is a faculty member of the UP Film Institute.
He graduated Cum Laude with a degree in Film and Audio-visual
Communication, earned units for his MA in Creative Writing and
had an MA in Comparative Literature. He specializes in Film and
Literary Theory, Philippine Pop Culture, Creative writing,
Scriptwriting, and Philippine Cinema among others. He is
currently the Director of the Office for Extension and External
Relations of the College of Mass Communication in UP Diliman.

Prof. Rolando B. Tolentino

® ROLANDO TOLENTINO is currently the Dean of the College of
Mass Communication and faculty of the UP Film Institute. He
has taught at the Osaka University and National University of
Singapore, has been Distinguished Visitor of the UC-Berkeley
and UCLA Southeast Asian Studies Consortium, and was
recipient of the Obermann Summer Research Fellowship. He
is author of National/Transnational: Subject Formation and
Media in and on the Philippines (2001), and editor of “Vaginal
Economy: Cinema and Sexuality in the Post-Marcos Post-Brocka Philippines” (positions,
2011), and Geopolitics of the Visible: Essays on the Philippine Film Cultures (2002). He
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REFLECTIONS ON THE HISTORIOGRAPHIES OF PHILIPPINE CINEMA
IN LIGHT OF “INDIE” CINEMA

Patrick F. Campos
University of the Philippines Film Institute

I have been tasked this morning to lay the ground for discussion by giving a brief
historical overview of Philippine cinema, reflecting on the current phenomenon of independent
cinema (or "indie"), and predicting the future of Filipino film. This is a tall order by any measure,
especially for a short paper. So, I will, instead, attempt a more modest essay. In the next few
minutes, instead of writing my own version of the history of Philippine cinema, 1 will reflect
upon how this history has been written and is being written, thus far. In the process, | wish only
to broach salient points for consideration rather than to make conclusive pronouncements
about Philippine cinema.

You know that something has changed: when the very term “indie” was meaningless to
the popular imagination in as late as the 1980s and 1990s, understood only by a subculture as
pertaining to a few short films, projected to a handful of audience one screening at a time; and is
now, in the 21st century, a term used extensively in popular media to refer to a recognizable,
albeit heterogeneous, set of films that have penetrated the malls and even television.

Based on the kind of language used in news coverage, feature articles, and colloquia, it
is clear that indie filmmakers today have taken on art cinema's project of “elevating” film from
popular, vernacular entertainment into world-class works of art. Discussions on indie cinema
circle around the polarized concepts of "art versus commerce,” many times slipping into the
language of ethics, with terms like “compromising,” “prostituting,” and “selling out” And so,
while indie is undeniably gaining ground, most indie films have not yet generally and
statistically been supported by a mass audience. And, in practice, a notion of unpopularity is

associated by average moviegoers with such a cinema.

Since dozens and dozens of indie films have been and are being produced without the
benefit of local distribution and exhibition, film festivals, here and especially abroad, have
become the default marketing, publicity, and distribution channels for the indies. In fact, any
kind of idea that indie is now becoming “popular” has directly to do with the relatively
significant column-space and airtime afforded to indie films in popular media, in spite of
remaining practically unpopular. This, in turn, is due to the new historic high in terms of number
of indie films exhibited, recognized, and bought abroad. Such publicity, which indie filmmakers
and producers admittedly work for, gives local media consumers the impression that these films
and film artists are “important,” even if they have not seen or never will see the actual works in
question. Conceptually, however, the foray of works by Filipino artists in international festival
circuits has been an animating and enabling idea for writing a "Philippine” cinema history in the
context of "world” cinema.

2013 22 stEy ZaEny | 116 | N 2vKE HE e % 2o




The volleying of the term “indie,” from a small group of artists and critics to the mass
audience, is arguably symptomatic of a shift in local film culture, which one can roughly trace to
the early 2000s, erupting in force in 2005 - the year when the Cinemalaya Independent Film
Festival and Cinema One Originals were established, between them producing 15 films that year.
The arrival of these two grant-giving festivals is a landmark in film history, not only for breaking
the floodgates of “indie,” but for signifying the convergence of distinct film traditions that have
long co-existed in tension, according to different film historians.

These festivals came at the wake of the popular mainstream cinema'’s supposed death.
In the1990s, industry output was second only to India in Asia in terms of quantity. But at the
turn of the century, the decline in theatrical attendance and film production had been dramatic.
According to published filmographies, the industry produced 103 films in 2001; 94 in 2002; 80
in 2003; 55in 2004; 50 in 2005; and 48 in 2006. But appearances are deceiving.

In fact, if the quantity of full-length films is the only basis for the lifeline of Philippine
film, by 2005, the number has stopped dwindling with the coming of the so-called "indie digi
cinema movement.” The count numbered more than 60 films by 2006, with independent
production outnumbering industry production. By 2008, a mere sampling of indie films selected
for exhibition in Cinemalaya numbered 153, and the theatrical attendance in the Cultural Center
of the Philippines alone reached 27,000. In 2010 indie films already comprised 70 to 80 per cent
of total annual films produced locally. These indies are slowly breaking out of the art house
venues of the universities and cultural hubs into the cineplexes in the malls. Hence, the coming
of Cinemalaya and Cinema One served as a marker for when indie practically replaced popular
mainstream production in terms of quantity.

Ironically, however, the term "indie” has become a buzzword in entertainment
journalism, in the true sense of “buzzword” - an important-sounding word used to impress the
uninitiated. Fans of popular movies can now also glance at the section of fanzines and showbiz
news devoted to indie films - films that are a source of "national pride” - without having to
watch any of them. This irony is made doubly ironic if one revisits film history-writing from the
mid1970s to the mid-1990s. History-writing during these decades has had two general agendas.
On the one hand, historians have critically engaged film’'s popularity as mass entertainment.
This is borne by the work, most especially, of Bienvenido Lumbera, who could be said to have
been the first to politicize the understanding of the history of movies in the country. Other
historians, such as Renato Constantino and Zeus Salazar, have also attempted, although
marginally, the same politicization of the history of popular film.

At the root of this agenda is the assumption that the production, distribution, and
exhibition of popular films are engendered and sustained by the masses and, therefore, are
reflective of Philippine culture. “World cinema” figures here only as a background. Such works
analyze genre movies and theorize their ritual-functions for the movie going "bakya” crowd. The
“bakya” crowd is composed of those unnumbered audiences who care not - at least ostensibly -
about art cinema or high art or Culture (with a capital C), but who only go to the movies - again,
ostensibly - to find some diversion and entertainment. Interestingly, Lumbera had asserted in
the early 1980s (something to the effect) that Philippine culture had no time for a full




engagement with “alternative” cinema, because such a cinema had no direct link with the larger
section of Filipino viewers.

But this kind of history-writing attuned to popular genre cinema and its mass audience
is slowly being edged out, ironically, due to the rise of indies and the decline of genre cinema. A
number of Philippine genres like the bakbakan (action films} and the kantahan (musical films);
have practically disappeared from the movie screens. The movie going masses have largely
turned their attention to movie genres, mainly melodrama, action-adventure, komiks
adaptations, now extravagantly produced for free television. The movies shown year-round by
giant film exhibition chains, like the cinemas of SM, Ayala, and Robinsons’, are now aimed at the
middle- to upper-middle-class sector; movie theaters have been made more luxurious and what
used to be the cheapest form of pastime now costs a hefty and prohibitive sum per picture.
Today, in place of the local genre staples churned out in great quantities as late as the 1990s are
Hollywood movies, a few big-budgeted Filipino movies, and “indie” films. There is now little
reason to theorize a "mass audience” for movies: for, as the previously marginal art-film form is
taking center stage, the popular movie form is moving to the margins of popular cultural
practice, and, with it, the idea of "a people,” of “masses.”

This cultural and economic shift in movie going practice has crucially altered the shape
of film culture in general and the discourses expressed about indie cinema in particular. The
titles and the filmmakers of indies today are publicized in popular media; and so, in this sense,
they are part of popular cultural idiom; but, statistically, hardly anyone has seen the films, based
on actual box-office receipts and duration of theatrical run. Meanwhile, and most notably,
though actual box-office sales are still lorded over by Hollywood imports and Philippine
mainstream movies, indie’s local supporters - middleclass cinephiles, educated viewers, the
intelligentsia - have constantly grown in number and have become more active as
commentators in highly accessible new media, like weblogs, online discussion groups, and social
networking sites. This has resulted in more discourses about film, more than ever before in
history.

On the other hand, film scholarship from the 1970s to the 1990s has also endeavored to
delineate the History of Philippine cinema and define what and how great films have helped
shape Philippine culture. From such writings are drawn and circulated the names of artists and
titles of films that are studied in schools and highlighted in features. This kind of film
historicizing is exemplified by the works of the late Agustin Sotto and, still very active today as
film scholar and cultural impresario, Nicanor Tiongson.

Sotto’s work, arguably, is standard today - painting a unified and linear film history
with clear periods, vivid pivotal moments, and unmistakable canonical works. Tiongson's
introductions to the latest Urian Anthology volumes, meanwhile, connect and close the gap of
Philippine Film History - with a big "H” - from where Sotto, more or less, stops - from the 1990s
to the present phenomenon of “indie.”

In a sense, given the works of Lumbera, Sotto, and Tiongson, we have a compendium of
Filipino film history from its first moment up to the present. But we sense the tension arising
and the historian struggling to come terms with the tension, once history-writing is made to




account for an ever-shifting film culture, because any such compendium exists to exclude. The
questions then, given limitations of space, time, capacity, or interests, are: which works and
names should be included and which should be excluded?

If in history-writing one begins with the exclusionary notion of “indie”, one would be
hard-pressed to put under erasure what actual Filipino film culture has been and is now. This is
what the younger historian, Nick Deocampo, has practically done in the mid-1980s (writing a
kind of antithesis to Lumbera), when he asserted that the short film form, due to the freedom it
enjoys, was the site of real cinema. In his book, he traces the roots of the short film to the birth of
cinema; severs historical ties with Kidlat Tahimik, Lino Brocka, Ishmael Bernal, and Mike de
Leon; describes real cinema as anti-illusionist, socially relevant, subjective, abstract; predicts
that a significant shift to video from celluloid was forthcoming; and locates the impetus of real
cinema within the academe.

The formation of "indie” cinema in the 21st century, in fact, defines itself against
Deocampo’s assumptions. In 2005, the crop of new video films appeared to be the "revolution”
that the alternative filmmakers Deocampo wrote about had been waiting for. The experimental
or hyper realistic works produced within the short-film movement that Deocampo historicized
partly account for the very idea of “revolution” floated as working against status-quo
mainstream cinema.

On the mark was Deocampo’s inkling about video and about the significance of film

courses established in the academe. Today’s indie is definitely an outworking of these two
factors (video and academe), but what has resulted from both factors was not within the
purview of Deocampo's history. Many of the short filmmakers of the 1980s have migrated to the
full-length form via video technology. Furthermore, the newer indie filmmakers have reclaimed
their ties with Brocka, Kidlat Tahimik, among others, and the filmmakers of the so-called Golden
Ages have been re-linked to the current indie as exemplified in the work of Tiongson and
another film scholar, Clodualdo del Mundo, Jr.
Del Mundo, in his historicizing of Filipino film, believes that true national cinema is forged along
the outskirts or outside of the industry. He believes that the significance of key filmmakers of the
so-called Golden Age of Philippine cinema - notably Brocka, Bernal, and Mike de Leon - were
indelibly defined when they waged their battle against commercial cinema, in order to create
uncompromisingly artistic films. For Del Mundo, then, as with the early Deocampo, the exclusion
of the popular from the writing of the history of Philippine cinema was necessary.

In this sense, both the dying of the industry and the birthing of a community of film
artists outside of the industry are a cause for celebration. In 1984, when popular films, like
Bagets and Bukas Luluhod ang Mga Tala, thrived, del Mundo lamented that “the film industry is
alive, but Filipino cinema is dead.” But in 2002, in the middle of the industry slump, Lav Diaz
returned to filmmaking with Batang West Side, Jeffrey Jeturian won an international award for
Tuhog, and films not funded by commercial outfits were gaining ground; these events prompted
del Mundo to triumphantly declare: “the film industry is dead; long live Philippine cinema!” In
2007 and 2010, Del Mundo reiterated his critical principle when he asserted that indie
filmmaking will only remain free and liberating as long as indie filmmakers do not crossover to
the mainstream.
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If exclusion has been the animating ideas of the histories of Philippine cinema written
by Del Mundo and Deocampo, we see how Tiongson attempts to be inclusive by recalibrating the
meaning of “independence.” Differentiating his views against Del Mundo's in the concluding
chapter of his The Cinema of Manuel Conde, Tiongson takes great pains to demonstrate how
genre or Hollywood-inspired films with box-office appeal, like comedies, love stories, or
swashbucklers, can also be part of the canon, as long as they remain “indie”.

In other words, “indie”, for Tiongson, is not necessarily the antithesis of commercial

success or formula. “Indie”, as exemplified by Conde and his cinema, is equated less with form
than with the artist, who engages (sometimes against the odds) but is not constrained by
economic, political, and cinematic conditions and restrictions, and, at the same time, who is
interested in finding a big audience. Tiongson attempts to enlarge the conceptual net to include
what “indie” has tended to marginalize with or without meaning to - the "bakya” crowd. By
doing so, he equates “indie” less with specific films than with artistic practice, bringing to the
fore not only the idea of the "indie film", but also of the elusive “indie spirit”, which is
conceptually more accommodating.
Tiongson's inclusion of the "bakya” in his framework is a critical necessity in his championing of
folk culture as the wellspring of Filipino-ness. We have here the historian trying to re-conceive
the “people” and the “masses” again in history-writing. Hence, he does not dismiss current pop
culture as “mass culture”, in the negative sense, since what connects popular and folk cultures is
presupposed to be definitive of what is essentially Filipino. In Tiongson's nationalist project,
therefore, continuity from folk culture to popular culture is important. Such an insistence on
continuity then precludes the notions of complete rupture and revolt as a basis for a truly
Filipino film - a notion of continuity quite antithetical to both Del Mundo and Deocampo.

In the more recent work of Deocampo, who has been the only one so far to attempt a
definitive film history, he subtitles his first volume, “the history of cinema in the Philippines,”
thereby shifting the focus on “cinema” rather than the “Philippines.” As such, Deocampo is able
to distinguish between the politics and nationalisms of culture and the inherent internationality
or trans nationality of cinema. We are now back to the stage of “world” cinema - - though the
more mature Deocampo now rereads Lumbera and Tiongson to include a notion of
indigenization or Filipinization in the writing of his epic History of Cinema in the Philippines.

It is significant to note in concluding my little survey of film historiographies that the
tension in history-writing has, indeed, been located in that somewhat invisible but highly
volatile space between “

Philippine” and “Cinema,” in the term "History of Philippine Cinema.” For the task of the
film historian is to write in culture, the history, the cinema, and the world, and amidst each of
these concepts, to write in the Filipino. And the current idea of indie casts this tension in stark
relief, especially as it relates to such questions as, What is so Filipino about Philippine cinema?
Where is the Filipino located in cinema? Which transnational factors locate the Philippines in
the history of cinema?
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The Government and the Film Industry

Rolando B. Tolentino
UP Film Institute and Board Member, FDCP

Ever since | can remember, the government has had a dual relationship with the film
industry. On the one hand, with the emergence of various factions of the ruling elite taking
over the national presidency, many public offices — including those related to the management
of the film industry — is replaced with politicians and personalities closely affiliated with the
incumbent executive leader. This means that a morally conservative president will have chosen
a morally conservative movie and broadcast censors chief; a liberal president will choose a
liberal censors chief. The effect of which, as expected, is a film industry also in the patronage of
the politics of the ruling elite. Otherwise, as in the case of academic Nicanor Tiongson, an
advocate of artists’ rights, he was booted out of office by then President Gloria Arroyo who was
pandering to the demands of the conservative Catholic hierarchy.

It comes as no surprise that even film industry leaders have become consultants of
various presidencies, or even becoming close associates of the unofficial coterie of the First Lady,
if not the president themselves. After all, film has become one of the effective ways of
"spectacularizing” (means propping slagging or in-crisis) presidencies. When the Marcos
dictatorship was besieged with the intensifying economic and political crises, they bankrolled
the Manila International Film Festival, building the infamous Film Palace, to generate positive
publicity for their declining power in 1982. Exemplary of the "edifice complex” or the
reinforcement of dictatorial power via the construction of megalomaniac infrastructures, a floor
of the Film Palace collapsed in the mad dash to complete the building in time for the opening of
the festival, and buried some 169 workers in quick drying cement in 1981. The Marcoses also
supported the art film productions through the Experimental Cinema of the Philippines in 19
that produced film classics like Oro, Plata, Mata (1982) and Himala (1982). But dwindling
funds forced it to be an exhibition site for bomba (sex-oriented} films as the Film Palace was the
only venue exempted from censorship laws, until the agency closed down in 1986 with only five
films produced. The Marcos government also tried to prevent competition films like Bayan Ko
Kapit sa Patalim (1985) at the Cannes Film Festival, and Manila By Night/City After Dark (1980)
at the Berlin Film Festival from being exhibited.

Incidences, such as this, would propel film personalities also to become staunch anti-
government advocates. Lino Brocka, Pete Lacaba, Behn Cervantes, even with popular stars
such as Gina Alajar and Phillip Salvador would participate in a range of anti-censorship and even
anti-dictatorship issues. On the other hand, superstars Vilma Santos and Nora Aunor formed
part of the star power when Marcos called for snap presidential election in 1986 to validate his
fledging rule. Both stars would suffer a backlash in the aftermath of protests surrounding the
results of the presidential polls.
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On the other hand, especially in the post-Marcos administration, another government

function ensued, one that provided for more sustainable--meaning, the amount has for most
part remained constant--support and funding for the film and the arts through the formation of
two agencies, specifically the National Commission for Culture and the Arts (NCCA) through an
executive order in 1987, then as a law in 1992, and the Film Development Council of the
Philippines in 2002, and remains housed under the Office of the President of the Philippines.
The NCCA has the following mandate:

Formulate policies for the development of culture and the arts;

To coordinate & implement the overall policies and program of attached agencies on the
development of culture and arts as stated under Executive Order No. 80;

Administer the National Endowment Fund for Culture and the Arts;

Encourage artistic creation within a climate of artistic freedom;

Develop and promote the Filipino national culture and arts; and

Preserve Filipino cultural heritage.

The FDCP has the following powers and functions:

1.

10.

11

To establish and implement a Cinema Evaluation System in accordance with the criteria
set forth in this Act;

To develop and implement an incentive and reward system for the producers based on
merit to encourage the production of quality films;

To establish, organize, operate and maintain local and international film festivals,
exhibitions and similar activities;

To encourage and undertake activities that will promote the growth and development
of the local film industry and promote its participation in both domestic and foreign
markets;

To develop and promote programs to enhance the skills and expertise of Filipino talents
necessary for quality film production;

To prescribe the procedures for the exercise of its powers and functions as well as the
performance of its duties and responsibilities;

To determine the Council's organizational structure and staffing pattern and appoint
officers and employees of the Council in accordance with Civil Service laws, rules and
regulations;

To acquire, manage and hold such real and personal property as may be necessary to
carry out the purposes and objectives of this Act;

To invest funds and other assets in such activities or undertakings that shall directly
and indirectly promote development of the film industry, including the production of
films and other terms and conditions as it may deem wise and desirable;

To ensure the establishment of a film archive in order to conserve and protect film
negatives and/or prints as part of the nation's historical, cultural, and artistic heritage;
and

To perform such other functions as may be necessary to carry out the provisions of this
Act.




What the government has done is to create omnibus agencies in charge of the arts and
culture, and in particular, in charge of the development of film heritage and industry. In
hindsight, however, the execution of the powers of these agencies have been bogged down by
both political issues, as in the case of NCCA's supervision of National Artist selections process in
2009 that included the insertion of its Executive Director as one of the appointees by President
Arroyo, and economic issues with the limited budget to cover the wide scope of mandate as
remaining an utmost concern.

Philippine cinema was on a crossroad at the turn of the 1990s: the nation was still in
an economic slowdown; the local film output was dwindling to what would be an all-time low of
30 films per year; and masters like Lino Brocka and Ishmael Bernal passed away leaving a
vacuum in both the national cinema and its representation in foreign film festivals. Beginning
with the Marcos years, what got to be circulated as Philippine cinema were artistically astute
films with social commentaries, with most of these films dwelling in the issue of local poverty.
After all, poverty was one of the taboo issues for film as Imelda has dictated that the ideal of
aesthetics for her was, "the true, good, and beautiful."

From the time of the Marcoses, Philippine cinema's presence in international film
festivals called attention to local characters and situations under extreme conditions of poverty,
injustice and corruption. What gets to be circulated in the post-Marcos post-Brocka years were
films that experimented with form, added unto the conventional ingredients. Films of Lav Diaz
and Khavn De La Cruz experimented in an alternative mode of storytelling, with Diaz's films
more than beyond the usual 90-minute feature film fare. De La Cruz's films were initially
shorts and hurried films that foregrounded divergent ways of storytelling and therefore film-
viewing experience.

What boosted the production of films were the initiatives of business people, primarily
Tonyboy Cojuangco, then owner of ABC-5 and who was looking for content for his channel,
provided the seed money to launch, together with the Cultural Center of the Philippines,
Cinemalaya Philippine Independent Film Festival in 2005; and Cinema One, a subsidiary of ABS-
CBN, the largest media conglomerate, which provides the seed money for its Cinema One Film
Festival, beginning also in 2005. FDCP would launch Sineng Pambansa in 2012 that supported
newer filmmakers, and in 2013, this festival supported 13 of the most established filmmakers.
FDCP has also co-produced two films: Emir (2010) and Thy Womb (2012).

What this private-public partnership, private and public initiatives have done is to
increase the volume of output for Philippine cinema. FDCP also supports coverage of travel
expenses for filmmakers to participate and compete in international film festivals.
International film festivals have brought the Philippines and its cinema into the limelight of
global cinema. There are more retrospectives on its national cinema at this time than in any
other time in the history of Philippine cinema. This has brought to the attention of global arts
audiences the aesthetic power of Philippine cinema, particularly in its digital independent
cinema renaissance or indie cinema mode, meaning: alternative or non-studio mode of funding,
director-as-auteur, and use of an ensemble that includes popular and character actors, among
others.
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The content of indie cinema, however, also promotes an alternative mode of storytelling:
focus on subaltern characters and plots, gritty camera movements and editing, almost
pessimistic elaboration of social and political issues, and a neorealist or a-day-in-the-life
storytelling and ending, among others. What has been left out in which the various national
agencies are focusing their attention is the creation of a local audience for these films, which are
much more exhibited, viewed, and appreciated abroad.

FDCP does its share in audience development with its various projects: it has a
developed a network of Cinematheques in key cities in the country, such as Iloilo, Davao and
Baguio, to be able to showcase various local and international films; the content for which is also
provided by Film Cultural Exchange Program, allowing FDCP to tap into the various foreign
cultural attaches for their festival exhibition in the country; it also administers the Film Ratings
Board that provides tax rebates for artistic films; and the Sineng Pambansa not only exhibits its
funded films at a lower ticket cost in the largest cinema-complex network in the country, it also
has roving movie vans that allows for exhibition even in the most far-flung areas of the country.
FDCP also has developed the strong beginnings of the much awaited National Film Archives,
which is the repository of all films produced and hopefully, even integral film-related
paraphernalia, such as posters, scripts, props, costumes, directors' notes, and production design
sketches, among others. The FDCP also promotes the country as a location and production hub
through its Philippine Film Export Service Office. Its initial success was the use of Metro
Manila and Palawan as one of the focal locations for the film Bourne Legacy (2012).

The UP Film Institute (UPFI) through its Film Center has helped nurture film audience
development in that side of Metro Manila and Central Luzon. Creating a kind of clean divide
with the CCP in the hub of Manila, the Film Center has become an important exhibition hub for
embassy film festivals and its own in-house festivals. Both the Film Center and the CCP are the
two institutional venues exempted from having films exhibited pass through the rules and
regulations of the Movies and Television Review and Classification Board (MTRCB). Cinema
Committee of the NCCA has established the Cinema Rehiyon, a festival and forum that showcases
cinemas outside of Metro Manila, or cinemas produced in the various regions.

What have been done by the various agencies, such as CCP, NCCA, FDCP and UPFI are
initiatives at increasing film output via indie cinema and building an audience for this output
and foreign art cinema. Audience are defined as both paying, analogous to the focus of
mainstream cinema's middle-class audience that could afford the cost of ticket; and those non-
mainstream audiences, such as schools, communities, and localities that would have benefited
from the watching and awareness of these films. The latter, of course, is non-paying for the
most part as what has happened in film culture is the dwindling prominence of film as a popular
affordable national pastime, and the rise of its niche middle-class audience for releases in movie
theaters,

The task is two-fold: first, to return film back into the national consciousness, where it
is part of everyday life, making films accessible and affordable; and second, to bring film culture
into a critical area beyond the focus of media conglomerates of developing a strong fan base for
its stars and their films, where films inform and persuade people to think of their social
relations to the characters and situations in the film, and to think of their own lives, move
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towards actions for social transformation, ~+ at least, as an signpost to that direction. The
goals remain big for Philippine cinema, as aspirations of the majority of its people remain
largely unanswered by government itself and the private sector. Film becomes that useful
reminder to proceed further to develop this subcultural sphere, and to realize the potentials of
this sphere for social transformation.
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National Commission for Culture and
the Arts

Formulate policies for the development of culture and
the arts

* To coordinate & implement the overall policies and
program of attached agencies on the development of
culture and arts as stated under Executive Order No. 80

* Administer the National End Fund for Culture
and the Arts

* Encourage artistic creation within a climate of artistic
freedom

+ Develop and promote the Filipino national culture and
arts; and

Preserve Filipino cultural heritage
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Film Development Council of the
Philippines

1. To establish and implement a Cinema Evaluation System in
accordance with the criteria set forth in this Act.
2. Ta develop and implement an incentive and reward system for
the producers based on merit o encourage the production of
quality films,
3. To establish, organize, operate and maintain local and
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growth and development of the local film industry and promote its
participation i both domestic and foregn markets,
5. To develop and promote programs to enhance the skills and
expertise of Filiping talents v for quality film

CINEMA DNE

DRIGINALS

INGITAL FRLM FEETIVAL

FDCP

6. To prescribe the procedures for the enercise of its powers and functions

s well 3y the performance of its duties and re:
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and appomt officers of the Council

Service laws, rules and
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AECEISATY 10 out the purposes and obpectives of

9. To west funds and other assets in such activities or undertakings that

Mﬂlﬂ(ﬂf“mﬂwm of the film industry,
mummwawmmmunm

deem wie and desirable:

1n To ersure the estatinhment of a Film srchive s ordes 1o comerve and
wmm--mamwnm
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11. To perform such other functions as may be necessary to carry out the

provisions of this Act

Sineng Pambansa
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Tito Genova Valiente
Chairman, Manunuri ng Pelikulang Pilipino
Art and Media Critic, Business Mirror

I grew up watching what Prof. Campos has described as "bakbakan” movies — action

films by Fernando Poe, Jess Lapid, etc. If you know these actors then you're probably as old as |
am. The indie cinema came after these kinds of films.

I was writing for a broadsheet then and I had to review an indie film, which was the first
time I got to see it. The first time I watched it, I got really bored just like some of you, but later
on after watching about ten or eleven of them, | think that they're aren’t anymore to watch in the
mainstream cinema. If we may go back to the two speakers, | think one that is very common
among them is that the Philippine Cinema has been an object that is being pushed and pulled by
many sectors and factors.

In Dr. Roland Tolentino’s discussion, he mentioned that one of the most significant
developments in Philippine Cinema is the government’s imposition of its taste and control.
There’s a mention of the first lady Imelda Marcos, who then created the Film Center so that the
whole world would witness the growth of world class Filipino Film. Indeed there were very

good Filipino films during that period — "Oro Plata Mata” by Peque Gallaga and “Himala" by
Ishmael Bernal were mentioned.

My curiosity as a reactor is that, how would the late Lino Brocka and Ishmael Bernal
respond to these new cinemas — the new form of cinema called independent as it is closer to

the realities of society. There's less illusion about it and in fact, if you look at the actors
themselves they look more like the characters they are portraying rather than what the
mainstream cinema brought up many years ago. If you go back to mainstream cinema for
example, you would see very lovely mestiza (half-American, half-Spanish actresses) playing the
roles of very poor farmer’s daughter and you could not believe that. That was the perspective in
the Philippines for a long time but now, you could see in indie cinema farmers that really look
like farmers, fishermen that really look like fishermen. | wonder, as is the question of the two
speakers, how the elite or the educated would respond to that change in the depiction of the
Filipino identities. We are changing. The Filipino identity is also changing,

One thing that was missed, maybe because of the limited time the speakers were given
and they're all Manila-based if I may assume so is that one of the major contributions of
independent cinema is the use of, let me call it, non-Tagalog, non-Pilipino based language. 1 am a
Bikolano, and I of course enjoy watching films about my region where the characters speak our
language. Interestingly enough, in one of the latest films about Bicol, the actor, Paulo Avelino,
isn't Bikolano and 1 had a hard time connecting to his character on screen.

To look at the power of the independent cinema, | think it is the nationalist imagination
— how it is able to create a country, and recreate a national identity that could be our vision, as

was asked by Prof. Tolentino. What is the vision, what is the aim of this new cinema and if I may
site a significant point about this conference, I'm interested to know why Korea as a nation is
interested in Philippine Cinema? I looked back, and happened to remember that one of the more
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significant, again I am responding as a Bikolano, films about Korea was made and written by the
father of our current President. Benigno Aquino Jr. He was a young journalist then and he wrote
a film about the Filipino soldiers’ participation in the last Korean War and was entitled Korea. A
major actress here in the Philippines named Nida Blanca participated. It is about the life of Boni
Serrano who is a hero in the Korean War.

There's something significant about the re-imagination, the linking of the worlds, the
linking of the Philippines to a global identity or a global situation. The interesting part is that for
a cinema, an art form that is populist, and one of the more, if not the most popular art form at
this point is that it has not developed yet its audience. Thank you so much.
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Q1:

1 have two questions. First, in the discussion of Prof. Campos regarding history, I'm
wondering why movies like Shake, Rattle & Roll 1-8, Panday 1-3, Mano Po 1-3, and Enteng
Kabisote 1-3 did not figure out in his presentation. The second question is about the movies
presented on TV like Amaya and | think that these films fit well when discussing history and
identity. Thank you.

®  Bella Lucas
University Researcher, University of the Philippines Diliman

Answer:

Thank you. Those are really the tendencies of writing the history. I would qualify though
that some of these historians have written about popular cinema. The question is why are
certain titles of very popular films never mentioned in the history of Philippine Cinema. The
tendency of history writing is to write about the art films. These are the great and the
beautifully-written films and the very popular ones but are not as artistic but are not written

about. But I'd like to qualify some of these historians I've mentioned — Bienvenido Lumbera,

Nic Tiongson, precisely they have to theorize, to come up with a theory of exclusion, which
means they refer to these films in a group, like all these action films, all these drama films and
then discuss them in a group rather than name them. This means you have to come up first with
a theory of grouping them before talking about them as mass or popular forms. And then they
would name specific films, which are great art films. This is a very interesting conceptual
maneuver because on the one hand writing history doesn’t mean to write on the films. But the
question is really perceptive. In fact we need to write about the popular cinema, and with the
rise of indie, we see this sidestepped again because indie cinema is art cinema. There is less
reason to write about popular cinema. Regarding the other question, mini-series like Amaya,
wouldn't really fall under the category of film because these are television mini-series and well
on the one hand another set of historians and writers ought to deal with that. What's interesting
is that we've not written sufficiently about television in the Philippines. And of course, we, the
film critics and historians need to get into television because there is no need to keep this
artificial division between forms. 1 agree most definitely that we need to write about the filming
aspects or qualities that are in television. As of the moment, they're quite separate as fields. Film
critics don’t usually write about television.

®  Patrick Campos
Professor, UP Film Institute

Q2:

| wanted to: first, make a comment on a very interesting point raised by Prof. Campos,
that television has not yet been covered. | think part of the reason is that television producers
have not been too generous in terms of archiving. A good example would be Batibot, which was
a seminal Philippine television series in terms of Pinoy's response to the American Project or
Sesame Street. In fact it's made with Sesame Street funding initially, you couldn't find any of the
earlier episodes because apparently they didn’t have enough money to archive so all did was to
tape over earlier episodes, much of Batibot as we know it, is lost. My question is, although it's
too soon to talk about it, | wanted to ask how would you react to “On the Job”, which is Erik
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Matti's film which is made partially with mainstream commercial funding from ABS-CBN. But
the remarkable thing about it is it has gained as much stronger audience than almost every
Cinemalaya film this year. Erwin Romulo said that the indie industry really needs to wake up
after On the Job that they have to stop thinking small in terms of world class standards. How
would you react to that?

®  RenAguila
GMA News Online

Answer:

This is very interesting. I'd like to talk a little bit about my own thinking about
mainstream and indie. I've seen what happened from the 2000s up til now and before 2005, |
was of the opinion that the indie will really save the Philippine Cinema. Now it's 2013 and I'm
really seriously thinking about how mainstream will save the Filipino audience. Seriously, at this
point, with the example of “On the Job", this is what I'm talking about when the film can reach
the people again.

Before 2005, it was about "Let’s hope to make good films.” And then now that we have a
lot of good films, I'm thinking “How do we get these good films back to the people?” And
whether we like it or not the people still prefer mainstream films, genre films, films that they can
figure out as comedy, love story, action. On the Job is an interesting example. This is a quite a
controversial film among critics. But I think this is a good example of a degree of indie maverick
spirit that people will understand. There's a degree of irony with the film as it is quite brave in
naming certain corrupt institutions with the funding of a mainstream outfit. I welcome it,
actually. I welcome the idea of course, that some critics hate it but also many people are
watching it again. I'm also of the opinion that we should start dropping the term “indie” because
it doesn't really mean anything specific now. It means too many things to be useful. | think we
should start thinking of cinema again as something organic and not divided between
mainstream and indie.

®  Patrick Campos
Professor, UP Film Institute

Q3:

Why is it that when you say this is an art film it's mostly about sadness, tragedy and all
that stuff? Art also involves beauty, joy, hope and everything positive. Maybe our filmmakers can
also make art films that are positive and not all about tragedy. Popular films are popular
precisely because people pay and watch the movie; they come out happy, hopeful and all that.
But now, when they watch a movie and then they leave the cinema or they have paid so much
hard-earned money, there are tears in their eyes and they seem hopeless. All I'm saying is that
art films can also focus on the positive, the beautiful, and the lovely.

* Carmencita Acosta
Associate Editor, EXPAT Newspaper and Travel and Lifestyle Magazine

Answer:

I will answer it because | have a very strong opinion about art films. I do not believe in
the category of art films. When I teach Japanese Cinema, | always tell my students in a joking
manner “When you don't understand a film that is an art film.” Now [ think it's a tradition
because for a long time mainstream cinemas have always been about happily ever after. But we
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know very well that not everything ends in happily ever after. | have a favorite critic, she used to
write for New Yorker and everybody loved in the 50’s Elia Kazan, he produced “"On the Water
Front” It's a story about a labor union. Marlon Brando plays the lead role and in the end, the
small man, the leading man Marlon Brando wins over the capitalist and the only comment was
“That is the ending of Elia Kazan's On the Water Front but if you want to see the real ending, you
go to the real waterfront.” I think to a certain degree, cinemas that are very real, really portray
the gritty part of life. The reason why [ got sick of mainstream Filipino cinema is because at the
end you always see the actors holding each other’s hands and there’s big music as they walk
towards the camera and I think life is not like that. Now the reason why is it that indie cinemas
are about, the drag, the desperate is because the happy lives are already being played out in TV
stories which are basically unreal most of the time.

*  Tito Genova Valiente
Chairman, Manunuri ng Pelikulang Pilipino
Arts and Media Critic, Business Mirror

Answer:

Since we make hundreds of indie films now, they're not all tragic. It's only a question of
how many have you seen among the hundreds of films in a year because some of them are not
really tragic anymore but a good number of them still are. Before when films weren't so easy to
make with video technology, you could qualify them as tragic, realist films, etc. Now you can't
really make that generalization anymore. It's only a question of how you watch other films that
are out there because access is really a problem.

®  Patrick Campos
Professor, UP Film Institute

Q4:

What are the characteristics of Filipino film plots that we should be proud of and that
would make the Filipino indie films be recognized internationally? What makes a film an indie
film?

®  Prof Ronnie Quifiones
Professor, Polytechnic University of the Philippines

Answer:

It is not a formal style that would define Philippine identity in film, right? It's just a kind
of reference for the melodrama so even with On the Job, OTJ, and a lot of the sex-oriented films
that came out are really based on melodrama. Which is the ethos, I think of the Philippine
Cinema where a lot of our anxieties and our attempt to cohere an identity are played on. | think
it's a style that is easily discernible. Even Korean cinema would not be discernible in terms of its
own style, right? In terms of indie cinema, the idea of indie cinema is just simply financing. It's
a coming out of the studio films. Which means that it's financed by the director himself or small
bits of funding until it can be made but also it has that kind of brevity of politics that will not be
produced by studios. It's always antithetical to the studios, the big studios. Once a big studio is
able to appropriate that look, like On the Job, then it means that there’s already that kind of
decline of what we perceive to be indie cinema and it has to want to look for another kind,
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edgier kind of cinema elsewhere.

*  Dr. Roland Tolentino
Dean, College of Mass Communication, UP Diliman

Q5:

I agree that we have to stop using the term indie when referring to our films. My second
point is, what about calling our movies in one category or genre? And lastly, great movies are
less watched by people because they go for mainstream movies with popular actors in them
(mostly fantasy themed films). Few people would go for historical and other themed movies. Can
we make ways for people to watch and be patrons of really good films with values?

®  Ms. Belen De Asis
Faculty, Polytechnic University of the Philippines

Answer:

We've complained about the Metro Manila Film Festival which has been inclusive of all
Filipino film showcases, right? But in 1976 when it was focused on very competent directors
making their films, what became box office hits were films like Ganito kami noon, Paano kayo
ngayon. What we consider now a part of the cannon of Philippine cinema which means if you
offer it, people will come and watch the films. Most of the films that we think of as art cinema
now are actually very popular films when they went for a show because there was a thirst for
those kinds of films compared with the massive doses of being commercially successful films.
When you only have 20-30% of your population as middle class then you will not really have a
film going audience, right? You need to develop your economic base so that people will go more
regularly to the cinemas. Cinema ticket now is about a third of the minimum wage which means
that it's beyond the reach of ordinary workers and their families so they get their film culture
elsewhere by pirated CDs or DVDs, right? What we need to expand is a more inclusive kind of
economic development where the middle class can expand or grow. That's the only time I think
we will not be discussing about the difference between commercial and independent cinema or
all these films will have viable audience.

®  Dr. Roland Tolentino
Dean, College of Mass Communication, UP Diliman




SPEAKER NOTES
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Patrick Campos:

Just to close and to answer | guess. A really big thing that we've brought up is audience
development. Looking into Korean cinema for instance as well as other national cinemas that
have developed into something large, they begin with an audience that can watch anything,
which means there is a range of choices available and it's not only this that they would choose
over another. A range of films are available. They have the access to watch them so I think that's
one of the challenges we can have. We don’t have to say all these indie are like that and all. |
mean they can all be there and we can all have the capacity to watch any of them if we wish to. |
think that's a quite important challenge for today.

Roland Tolentino:

The indie cinema was formally born in 2005 with Maximo Oliveros' film, right? Which
means that after eight years it's still going strong, that the quest for balance is not still available
to most of us but it allows for that kind of opportunity where distinct experimentations are
made possible which means, until we get a kind of nice mix between commercialism and
potentialities of a gritty indie cinema that's out there then we will continue to be on the lookout
for the next big Philippine kind of film.

Tito Valiente:

I believe in all year's development. In other words for those who are old enough,
remember “Tinimbang Ka Ngunit Kulang” by Lino Brocka? Before that nobody from exclusive
schools would ever be caught watching a Tagalog film, but because of the teachers encouraging
their students to watch then watching a Filipino film became fashionable after “Tinimbang Ka
Ngunit Kulang”. | believe in subsidy, government subsidy for example, to produce quality
independent films. I'm not scared of the term indie. I don’t think it should be removed because
everything is a cycle. If you look at indie cinema, it did not really begin in the 70s. Even Nick
Tiongson would say there was something independent in Manuel Conde’s works. So indie
should not be a stigma because anyway you could always create a label. Right now, I think if you
really read the newspaper, there's a “maindie”. Mainstream indie. | think we ignore that and
consider cinema as something similar to what Prof. Campos said, as something organic,
something that you could enjoy, something that is popular. Don’t think too much about it
because cinema is something that has to be enjoyed and should be savored like food. But you
have to expose the students to try, to taste a particular form of cinema, otherwise they will be
staying with the usual cinema style or such.

01322 sigea Aneny | 142 | n 271 HE U ¥ Zat




SESSION 2

Film Industry of Korea




Panel Objectives:
The panel seeks to expound on the following:

1. Identifying Hallyu and the Hallyu element in Korean film production.

2. Balancing the commercial element of Hallyu and the quality of film.
3. The parallelism of the story with the social and cultural aspect of the Korean society.
4. Perceptions of a Filipino filmmaker on Korean Cinema and the Korean Film Festivals.

5. The role of the government in Korean Film Industry Development.

6. Marketing the Korean films to a global audience. =

Paper Titles and Speakers

1. Topic: Government support system for Korean Film Development
Paper Title: Korean Film Industry Status and Policies for Film Promotion
Speaker: Ms. Park JiYin, Senior Researcher, Film Research & Development Department,
KOFIC
Schedule: 10:50-11:05

2. Topic: The Korean Cinema from the Filipino Standpoint
Paper Title: THE PUCHON EXPERIENCE
Subtitle: The days spent at the Network of Asian Fantastic Films (NAFF), Puchon
International Fantastic Film Festival (PiFan) IT PROJECT, PHILIPPINE PROJECT
SPOTLIGHT
Speaker: Mr. Ato Bautista, Producer & Director
Schedule: 11:05-11:20

3. Topic: Marketing of Korean Films Abroad
Paper Title: Current State of Korean Film Industry and Example of International g
Business
Speaker: Mr. Jung Tae-Sun, General Manager of C] Entertainment for Vietnam Office
Schedule: 11:20-11:35

40
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PROFILES OF SPEAKERS

Prof. Bae Kyung-Min

® BAE KYUNG-MIN is a creative and enthusiastic person with a
diverse teaching experience in Korea and abroad. Proven
ability to organize Korean language classes for more than 7
years since 2005. Contributing development of Korean
language courses as well as Korean studies in the
Philippines. She graduated with a degree in Liberal Arts in
Korean Language and Literature from Sookmyung Women'’s
University, her M.Ed. in Korean Language as a Foreign
Language Education from Yonsei University and is currently
doing her Ph.D. in Language Education in UP Diliman.

Ms. Park JiYin

® JIYIN PARK majored in Chinese Language and Literature at
Pusan National University, and received a Master's degree,
and finished the coursework in Film and Digital Media from
Dongguk University. In 2001, she began to work for Korean
Film Council as a researcher at Policy Research Team, mainly
writing reports on film industry in China and other regions
of Asia. In 2006, she moved to International Promotion
Department as a Manager of Asia, and then Team Manager of
Global Marketing Team. In August of 2012, she moved again
to Film Research and Development Department as a Senior
Researcher.

Mr. Ato Bautista

® ATO BAUTISTA made his debut film at 24 with the highly-
acclaimed SA AKING PAGKAKAGISING MULA SA
KAMULATAN (My Awakening from Consciousness) and
followed it up with the psychological horror BLACKOUT. His
hybrid thrillers CARNIVORE and DI NATATAPOS ANG GABI
(The Night Infinite} won for him, respectively, the Best
Director plum during the 10th Cinemanila International Film
Festival and the Lino Grand Prize at the 12th Cinemanila
International Film Festival. PALITAN (Exchange), his latest
work, bagged the Best Actor and Best Actress Award for the ¢
Cinema One Originals which was eventually released natlonw:de last year. To premiere
soon is his action-romantic-thriller REMATADO (Forfeited). At 32, he is on to his
seventh feature film, MGA ALAALA NG TAG-ULAN (Memories of Rain), a dark coming of
age story to premiere at the Cinefilipino Film Festival last September.
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Mr. Jung Tae-Sun

® JUNG TAE-SUN graduated from Korea University in 1994 and
joined CJ Cheilledang in 1997. He was in charge of Sales and
Training at Feed Business Department. From 1999-2009 he was in
charge of Film Distribution and Ancillary Market at (]
Entertainment (C] E&M]). He served as the Representative Director
at Mbaro, a joint venture of C] E&M and NAVER Corporation, from
January 2000 to June 2012. He is presently in charge of Film
Business in C] E&M Vietnam Office.

Ms. Isabel De Leon

® [SABEL DE LEON is a journalist for the Manila Bulletin for the past
27 years. A Journalism graduate from the University of Santo
Tomas, she started out as a beat reporter, went on to become a
political writer and now holds the position of Lifestyle Editor. She
was on loan to the government for seven years, starting in 2001,
first as Presidential Assistant in charge of communications, then
as Press Undersecretary handling media relations. She is also a
speech writer for top politicians.
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Korean Film Industry Status and Policies for Film Promotion

Jivin PARK
Senior Researcher of Film Research & Development Dept., KOFIC

I. Korean Film Industry Status

The Korean film industry had shown negative growth in 2008 and has been recovering
since 2009 made a big leap in 2012 in overall indexes including number of admissions, box
office ticket sales, and the rate of return on investment. Total number of admissions in 2012 was
over 194.89 million, up by 21.9% from the previous year breaking the highest attendance
record in South Korea. The number of admissions for Korean films is over 114.61 million, the
market share increased up to 58.8%. The box office reached USD 1.32 billion, up by 17%
compared to the previous year.

As the number of admissions for Korean films increased, the rate of return also
increased by 13% after a negative rate of returns had continued from 2006 onwards. Digital
online movie market for 2012 was KRW 215.8 billion (USD 196 mil.) and has shown a growth
rate of over 20% for 3 years since 2009 in which it recorded KRW 88.8 billion and has been led
by the growth in IPTV and Digital Cable TV Platform.

In 2012, two films — The Thieves and Masquerade, reached 10 million in cinema
admissions and in 2013, the movie Miracle at Cell No. 7 also surpassed 10 million cinema
admissions. Also, a Korean movie — Pieta, received the Golden Lion at the Venice Film Festival.

The growth in the Korean film industry continued in 2013. The number of cinema

admissions for the first half of the year was 98.5 million, the highest record ever. Korean film
market share reached its highest record since the first half of 2006 at 56.6%.

*refer to PPT slides 6-7 for 2012 and 2013 box office films in Korea
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Table 1. 2003-2012 Statistics of the Korean Film Industry

Year 2003 | 2004 | 2005 | 2006 | 2007 | 2008 | 2009 | 2010 | 2011 | 2012

Admissions nationwide
(Unit: million) 119 135 146 153 159 151 157 149 160 195

Yearly growthrate | 13 o4 (13,19 7.7% | 5.4% | 3.5% |-5.0% | 4.1% | -5.8% | 7.0% |21.9%

Market share of Korean
films 53.5% |59.3%|58.7% | 63.8%|50.0%(42.1%|48.7%| 46.6% [51.9%|58.8%

Box office gross
(Unit: billion KRW) 717 | 850 | 900 | 926 | 992 | 980 [1,094| 1,168 |1,236| 1,455

Yearly growthrate | 13304 11850 5.7% | 3.1% | 7.2% |-1.3% [11.7%| 57% |5.7% |17.7%

Total Number of
Screen 1,132 | 1,451 (1,648 1,880 1,975(2,004|2,055| 2,003 |1,974| 2,081

Number of Admissions
per capita 247 | 278 | 298 | 3.13 | 3.22 | 3.03 | 3.15 | 2.92 3.15 | 3.83

Table 2. 2003-2012 Numbers of Films Produced, Imported and Released

Section Korean films Foreign films Total number of
Films Released
Number of Films | Number of Films | Number of Films | Number of Films
Produced Released Imported Released
2003 80 65 271 175 240
2004 82 74 285 194 268
2005 87 83 253 215 298
2006 110 108 289 237 345
2007 124 112 404 280 392
2008 113 108 360 272 380
2009 138 118 311 243 361
2010 152 140 383 286 426
2011 216 150 551 289 439
2012 229 175 I 456 631

* The number of films produced and imported is based on the statistics from the Korea Media
Rating Board (short films —films less than 40 minutes, are not included).
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* The number of films released includes first run films only. Re-released films or those shown
from previous years are not included.

Table 3. 2009-2012 Digital Online Market Sales

2009 2010 2011 2012
Total Total Total Total
. sales Yearly sales Yearly sales Yearly | sales Yearl
Section (Unit: growth (Unit: | growth | (Unit: growth | (Unit: rowt}!l'l
100 rate 100 rate 100 rate 100 rgate (%)
million (%) million | (%) | million (%) | million &
KRW) KRW) KRW) KRW) b
I“%g"t 223 : 267 | 197% | 501 | 87.6% | 618 | 23.3% o
IPTV and E
Digital 262 - 491 87.4% 910 85.3% 1,310 43.9% Bl
Cable TV
Package
products 403 - 351 -12.9% 298 -15.1% 230 -22.8%
Total 888 - 1,109 24.8% 1,709 54.1% 2,158 26.3%

* Internet VOD market sales include those of N-Screen Services (or Multi-Device Services) such
as mobile phone services. Sales of certain flat rate services or free services are not included.

1I. Problems and Political Issues with the Korean Film Industry

@ Industrial Ecosystem - Need for policies to solve the problems in the film industry
including monopoly and oligopoly, and the poor working conditions of the film crew.

® Support System for Creativity - Support for creative writers and directors in the Korean

film industry must be made.

® Overseas Market Expansion - Lack of global strategies for overcoming the limitations of

the domestic market.

® High Technology - Support for advanced cinema technologies are focused only on
technical R&D or creating short-term employment.

® Changes in Policy Making - Due to changes in the conditions of supporting promotion
strategies, there is a need to develop a new strategic support program and to distribute
policy resource.




1. Korean Film Council

inspection.

® The Korean Film Council is composed of the executive office and nine
commissioners (1 full-time chairman and 8 committee members), appointed by the

I11. Policies and Support Programs of the Korean Film Council (KOFIC)

® The Korean Film Council (KOFIC}) is a national advisory council entrusted by the
Ministry of Culture, Sports and Tourism, Republic of Korea that aims to support
and promote Korean films. KOFIC is a self-regulatory organization, financed by the
government, but has its own independency and political specialty. The council is
under the government supervision and goes through the National Assembly

Ministry of Culture, Sports and Tourism.

2. Promotion Strategies and Policy Direction for Korean Cinema

Strategies

Policy Direction

A. To reinforce growth
engines of Korean films

Strengthening competence of planning, development, and
production

Invigorating diversity in film production and film
distribution

Fostering the ancillary market

sustainable co-existence

Increasing accessibility of films

B. To create conditions for | Developing policies that can set the pace for the industry

Supporting the human resources’ demand on the field

Expanding the infrastructure for digital cinema technology

C. To increase support for
global expansion

Promoting international co-production

Increasing support for global marketing

Supporting global human resources

D. To reinforce responsibility
management

Having stable financial resources

Establishing customer-centered management system

Completing future-oriented relocation

3. 2013 Support Programs of KOFIC to Promote the Korean Film Industry

Budget
Progr?ms [l_Jmt: Details
unit million
KRW)
Supporting Supporting films with diverse contents in various forms, to
Korean Film 5,040 make stable a production environment, and improve working
Production conditions for staff in the field.
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® Running an online screenplay market (560): Running
various contests and supporting movie filming.

® Support for R&D of Korean Film(760): Supporting
about 50 R&D project films

® Supporting independent production(1,200):
Supporting production of 30~40 independent films

® Accumulative support program for released Korean
films (2,020); Supporting R&D of subsequent features
by companies who released former films of its costs
(about 50 films}

Supporting the online and offline distribution of diverse films to
contribute to virtuous circulation of diverse films and provide
the nation with various opportunities to appreciate various
films.
® Supporting cinemas and cinematheques operation
(2,694) : Art House Theaters (about 25 screens),

Supporting cinemas dedicated to independent films (3 theaters),
distribution 6124 cinematheque (1 theater)
in the film . ® Supporting the release of diverse films (480):
industry Supporting diverse films with P&A cost (about 15
films)
® Fostering the ancillary market (2,590): Operating
Korean Open Movie Exchange (KOME) system,
promotional campaign for legal download services (“Be
a good downloader” campaign), and programs for
fostering film distribution in ancillary market
Organizing film investment funds to have more stable financial
resources for investment, making it possible to lead the
Investing/ 10.000 improvement in the film industry system and to possibly
Funding ! improve the investment environment.
® Film investment fund (10,000): Organized one film
investment association
Supporting the export of Korean films, international co-
productions, and location promotion to expand markets
overseas and increase the rate of earning in the industry
® Supporting the export of Korean films (2,345):
International PR for Korean films through international
film festivals, film markets and running an online
Supporting business center, Kobiz
Global 6,442 ® Supporting International Co-Productions (3,097): Co-
Business production Development Support, providing co-
production incentives, holding KO-PRODUCTION,
operating overseas branches/ representatives /Film
Business Center in China, providing location incentives
® Supporting events such as Korean film screening
overseas (1,000) : Supporting film screening events
held by diplomatic offices, and offering subtitle print
Supporting Providing educational programs towards aspiring filmmakers
Human and professionals to support new and international human
Resources and 4,937 resources respectively. Improving working conditions for staff
Improving in the field, both for building efficient systems for managing
Working supply and demand of manpower.




Environment ® Operating Korean Academy of Film Arts (KAFA)
(1,857):  Providing quality education to aspiring
filmmakers

® Education for staff and professionals in the field
(2,580): Educational programs for the staff in the
field, building information system to certify careers,
operating a cooperation committee for film industry
(Filmmakers’ Sinmungo), developing and operating a
film production management system

® Educational incentive for film staff in the field (500):
Provide educational incentive to the staff who
completed educational training offered (About 500
people)

Developing and disseminating digital cinema technology,
including 3D, and setting cinema technology standardization.
Introducing high cinema technology and operating facilities for
filmmaking (film developing/printing and recording) to support e
films with more public concern — including low-budget films,
independent films, short films, of production technology

Supporting @ Supporting high cinema technology (1,080): Supporting
Digital Cinema 1,770 the development of on-site cinema technology,
Technology standardization of film technology, operating official

approval system for projectionists, and introducing and
distributing advanced cinema technology

® Supporting  post-production  (690):  Operating
production facilities for filming/sound recording,
support equipment for independent films (Printing/
sound recording/ digital filming)

Supporting various researches on cinema policies in Korea and
providing alternative solutions to help make proper policies and

Providing support growth in the film industry.
Proper cinema 763 ® Developing new policies and industry research (763):
Policy Developing new policies for the film industry and
studying current issues, statistical research on the film
industry, etc.

Supporting film-related organizations’ activities aiming its
independence and promote cinema culture and film industry in

Supporting Korea.
Film-related 952 ® Supporting film-related organization (952): Supporting
Organization selected business projects in public competition,

independent film festival, and providing welfare
support for filmmakers with lots of achievements

By using infrastructures built by former film productions,
offering improved services for customers who are general
tourists, and for filmmakers, of filming support service, and
contributing social welfare services.

Operating : : ; .
KOFIC Studios 2365 ® Studios ma‘nageme_nt and operation (1,897): Managing
; : and operating studio complex
in Namyangju

® Tourist facilities and education programs (410):
Tourist facilities, filmmaking experience educational
program, and social welfare services

® Studio rental service (58)
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Increasing opportunities for the underprivileged to watch
movies and operate visual media centers to expand the variety
of culture in visual media and increase film accessibility
® Operating visual media center (1,080): Operating the
1,860 Seoul Visual Media Center
® Improving watching conditions for the underprivileged
(780): Improving watching conditions for visually or
auditory handicapped persons, operating ‘moving
cinema’ to people in remote areas

Reinforcing Korean films' global status by supporting

Increasing Film
Accessibility

Fostering competitive international film festivals
International 3,580 ® Fostering and supporting international film festivals
Film Festivals (3,580): Supporting international film festivals in Korea

(about six festivals)

Improving customer service by providing domestic/foreign film

industry data and reliable film statistical data ,,\
. ® Operating film data web site(700) : management 1
Operating Bl | 300 operation of KOFIC web site

Sata Sysiem ® Operating the Box Office Management System (1,600):

Providing real-time box office results and improving
integrated computer network system

Attracting locations and post-production of foreign films in
Korea to improve production capability in Korean film industry,

Prowc!mg 2’60.0 and promote formation of production network by attracting
Location (Tourism - =

. location of foreign film
Incentives Fund)

® Offering location incentives on foreign audio-visual
works (2,600) : Location of about four foreign films

4. Support Programs for Foreign Filmmakers

A. International Co-Production Incentive Support

® The incentive offered to any feature length film with the of over 70
minutes, whose net production budget consists of at least 20% foreign
capital, and more than 1 billion KRW (roughly 857,000 USD) of net
production budget is spent in Korea.

® The amount of grant is 25% of production costs in cash, with a maximum £
of 500 million KRW (roughly 427,000 USD). by
B. KOFIC Location Incentive i

® The incentive given to the chosen feature films and TV series produced by
a foreign production company, in which foreign capital’s participation in
the production cost exceeds 80% (Must spend no less than 100 million
KRW (approx. 100,000 USD) in Korea for production expenditure, and
shoot more than 3 days in Korea).

® The amount of grant is diverse from 20% up to 30% of the total
production expenditure made in Korea, in cash.

*For more information visit: http://www.koreanfilm.or.kr/jsp/coProduction/locIncentive.js
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Incentive programs open to international productions (by regional film
commissions in Korea)

® About 10 regional film commissions including Seoul Film Commission
(SFC) and Busan Film Commission (BFC) provide various services and
incentives to the films which were shot in the area.

* For more information http://www.koreanfilm.or.kr/jsp/locKorea/filmOrg.jsp
http://en.filmkorea.or.kr/home/

D. Co-production Agreement with Korea

® [fthe government of a country signed the co-production agreement treaty
with Korea, a co-production film made in accordance with the agreement
shall be recognized as a national film in Korea. So the co-production film
can get the entire KOFIC support program.

® Korea signed co-production agreement treaty with EU, New Zealand so far,
and tentative agreement with China.

* For information about Korean film industry and Korean film policies:

http://www.koreanfilm.or.kr .
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Korean Film Industry Status
8. Policies for
Film Promotion

Y

previous yeas the highest rating
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# Earning rate of Korean fllma(70 Fims), 13% ; firsi positive rate since
2006

_# production of 229 filkms (release of 175 films)
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wy Korean film industry status
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1. Korean Film Industry Status

’ Surpassed 10 million Korean films 2012-2013

| <The Thisves>  <Masquerade>  «<Mirsce in cell no.7> |

| Morean films that surpassed 10 million 2012-2013 |
e T e e )

1 Film Indu

’ Box office top 10 of Korean films in 2012

BOX OFFICE TOP 10, 2012

4D Progress of Korean film industry 2003-2012

Status
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# 10 increase the audwnce’s cultural
expenences

rights 10 enyoy cinematic
# 1o develop policies that can set
H‘cwcﬂum:z

# to expand the infra for digital ci
technology

# to have stable financul resource
# 1o establsh customer-tentered

managenment systerm
@ to complete future-oriented
relocation |

| o Advisory council on nationwide film industry entrusted by i
the Ministry of Culture, Sports and Tourism, Republic of Korea

° "Qu @ ganization'
| which is financed by government, but has its own independency |
| and political speciaity

| o Campased of the executive office and 9 commissioners

| (1 fult-tirme and 8 by
| the Ministry of Culture, Sports and Tourism

s & Support Programs
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4. Support Programs for foreig

Support Programs for foreign filmm.

4,
E 3 ional Co Support
[“Any feature length film with the length of over 70 min,_ T |
whose et production budget consists of at least 20% foreign capital,

| et more than 1 bilion KRW troughly 857.000USD) of net producton |
| budget is spent in Korea |
Amount of grant - 25% of production costs in cash, |
| with & macmum of KRW 500 millon roughly 227.0000SD)
4@ XOFIC Location Incentive

Fims and TV senes in which loreign capital's panicipation in the production
cost excoeds B0% (no Less than 100 million KRW in Kores for expenditure
and shoot more than 3 days in Korea)

Amaount of grant. from 20% up 1o 30% of the total production expenditume
made in Korea, in cash

4. Support Programs for for

‘ Co-production Agreement

o A co-production film made in accordance with the agreement shall
be recognized as a national film in Korea

@ Korea signed co-production agreement treaty with
France{06). New zealand(08) and tentative agreement with China,




For more Information
KOFIC ENGLISH WEBSITE salamat PO. & &
www.koreanfilm.or.kr ZEASELICH
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THE PUCHON EXPERIENCE

The days spent at the Network of Asian Fantastic Films (NAFF),
Puchon International Fantastic Film Festival (PiFan),
IT PROJECT, PHILIPPINE PROJECT SPOTLIGHT.

Ato Bautista
Director, Producer

A quick background of the event that took place last July 21+t to 24,

I. (NAFF)Network of Asian Fantastic Fims

The IT PROJECT which began as the feature program of NAFF in 2008 is the world’s
first-ever exclusive genre film project market. It provides opportunities for the production and
potential investment of newly discovered promising genre filmmakers from Asia and of Asian
Diaspora.

II. The 2013 Official Selection

The IT PROJECT will receive personal business meeting opportunities with
international film producers and key investors who could jumpstart the actual filmmaking.
NAFF plants one of the most important platform in genre film production. IT PROJECT will be
the ideal stage for the discovery of talented filmmakers, to explore their potential in front of
future world industry leaders, and making opportunities for great joint investments.

III. Project Spotlight

Project Spotlight is a program that selects a specific country each year and highlights its
genre diversity. It is expected to stimulate active interactions with the selected country’s film
industry and will serve as the opportunity to explore possibilities to examine the recent trend of
its genre film industry. (courtesy of Naff Pifan website)

IV. How The Philippine Project Spotlight came about?

NAFF Managing Director Jongsuk Thomas Nam. He came to the Philippines last June
and had a meeting with the Film Development Council of the Philippines (FDCP) Chairman
Briccio Santos to present this year’s NAFF IT PROJECT chosen country for the Project Spotlight,
the Philippines.

Many Filipino filmmakers including myself submitted their story concepts, scripts or
treatments prior to this meeting and by early July, seven Filipino projects were chosen. One of
these projects was Bad Blood

It was a very fantastic experience being selected and flown to South Korea with my

fellow Filipino filmmakers and having had the chance to present a project that I've been aiming
to be produced.
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Although this experience wasn’t quite new to me, | brought Neighbor 13 there with my

Hollywood producer back in 2008 — a material selected as one of the official selections for the

IT PROJECT, I was still excited to go this year for | know how the event gets you connected and
be introduced with big producers, distributors and filmmakers all over the world.

My participation was even more exciting this time around because | got to be with
filmmaker friends and I got to personally connect again with the people I met the first time |
was there.

We met important people like Chris Lee (Producer of Superman Returns, Valkyrie,
SWAT), Stu Levy (Producer of Priest starring Paul Bettany, Tokyopop]), Carrie Wong (Twentieth
Century Fox International Productions), Roger Garcia (Producer and Executive Director, Hong
Kong International Film Festival Society), Stephen Cremin (Co-Founder, Film Business Asia),
Richard Jefferies (Distant Horizon) and many more.

V. Project Presentation

The first day was the opening. It was a dinner party where you meet the people invited
at the event. That same night, we got an email or a letter giving us an updated schedule of the
producers or financiers that had set a meeting with us for the following morning . The next day
at the same ballroom, tables were designated for each project. That was where we did the solo
pitch as well as meetings for two consecutive days.

We presented our ideas and proof of concept and they gave their intention, reaction or
opinion to us. Sometimes they would also share tips on how to sell our project and occasionally
their two bits of idea on the material. The good thing here was we were getting some wisdom
from the industry professionals.

VI. Opportunities

Besides gaining many tips, meeting important and interesting people, eating delicious
Korean food and drinking Korean beer and soju every night, Bad Blood caught the interest of
Todd Brown (Producer of The Raid, Xyz Films, Founder of Twitch). We are currently
corresponding in regards to the development of the project. There are also other interested
parties like distributors and potential co-financiers that we'll soon tap when Bad Blood is ready
for them.

VIL. Big help from Naff PiFan, Korea

Not only filmmakers like myself got to meet financiers and important connections, we
also got updated with the world film industry. NAFF IT PROJECT helped us by putting the
spotlight on the Philippines. This move undeniably pushed and announced formally that Filipino

Genre Cinema is here — that our local cinema is not just the common arthouse films that the

world usually see in international film festivals but it is as diverse like any other, that more than
talent, great ideas and skill, Filipino films can also bridge culture, entertainment and just as
important as the art of it, our movies can bring business.

VIIL Not only that, some are indeed personal
The IT PROJECT Spotlight not only helped us Filipino filmmakers have business

meetings, it also gave us the chance to bond together, share our tribulations about the film
industry situation here in our country and discuss ideas on how to solve some of the challenges




we face. It was quite inspring to be in South Korea, a country that has been thriving in Genre
Cinema in both prestige and business. It brings us influence and wisdom on how to reach our
audience here and abroad with our films and still keep its integrity as a genre film done with
craftsmanship and vision.

The best bonus was we gained friends and good relations with the people that attended
the event. Guys like Stu Levy (Producer of Priest starring Paul Bettany, Tokyopop), Thomas Nam
(NAFF Managing Director, PiFan Consultant), Patrick Brzeki (The Hollywood Reporter) and
many others were invited here by the Film Development Council of the Philippines to
participate in the just concluded Sineng Pambansa: Masters Edition, joining the event to share
their insights on filmmaking and the business side of it.

And same as we did in Puchon, we got out, had lots of laugh and drank until morning
when we met them here in Manila, not as filmmakers or businessmen, but as friends.

IX. Finale,
This is the video that my producing team, Shugo Praico (Screenwriter/Producer), Mon
Confiado (Actor/Producer), and yours truly, Ato Bautista (Director/Producer) presented at the
NAFF It Project Philippine Spotlight.

*Video: BAD BLOOD Proof of Concept
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THE PUCHON EXPERIENCE: The days spent at the Network of
Aslan Fantastic Films (NAFF), Puchon International Fantastic Film
Festival (PiFan) IT PROJECT, PHILIPPINE PROJECT SPOTLIGHT.
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Current State of Korean Film Industry and
Example of International Business

Jung Tae-sun
General Manager for C] E&M Vietnam Office

Korean Film Market History
I.  Early Development

The film market of South Korea had shown a downward growth until mid-1990s. The
actual development began in the late 1990s with the improvement in Korean films thanks to the
emergence of multiplexes and the increase in industrial capital investment. Korean films’ market
share increased from 20% in the 1990s to 62% in 2006.

1. Industry in Recession

In the early 215t century, however, the days were dark for the Korean film market as lots
of Korean films failed at box office, and made negative returns on investment, due to mass
produced low-quality films, lack of risk management, and intensified competition in Korean film
market.

1. Turn about

Efforts for developing and implementing competitive response have been made based
on failures of the previous years to the Korean film market — including reducing risks and
increasing competitive advantage of the films, which led to a higher rate of return on
investments, and finally, turned a deficit in the market into a surplus in 2012.

IV. Film Industry in the Near Future

Korean film market sees signs of growth recently, but since it has entered maturity
stage and became saturated, global expansion in Korean films, now only 2% of entire global
market is quite essential.

Film Industry Value Chain

The film industry value chain in Korea has four primary activities — financing,
production, marketing, and distribution, through which companies create profit by releasing
films through diverse windows, starting from the theater to ancillary markets (non-theatrical
markets) while getting great movies, and managing risks. They also create profits through other
related businesses and through synergy.

Revenue Sharing Economics

When it comes to revenue sharing in the Korean film industry, the distributor and the
theater share the revenues first in the ratio of 50:50 per audience. If the revenue after the
deduction of direct costs including distribution commission, P&A (Print and Advertisement) is
positive, the producer and investor share the profit according to the ratio of their shares.




Current Film Business of C] Entertainment

Film business of C] Entertainment started in 1995 and has been involved in financing,
production, and distribution of diverse films, from hit movies such as Masquerade, Haeundae
(with over 10 million audiences), to quality movies which has received lots of attentions on
overseas film festivals and other events.

For the last five years, C] Entertainment has been developing strategies for expanding
globally, beyond export-centered businesses before, and has started direct distribution and
production business in foreign countries, mostly in Japan, the U.S,, and China. As a result of its
hard work on international financing, production, and distribution of diverse movies, A Wedding
Invitation (released this year in China) has become the biggest box-office hit among Korean
movies ever released in China, while Snowpiercer (released recently in Korea), the number of
audiences reached almost 10 million. It is waiting to be released in the U.S. and other countries
as well.

In Vietnam, C] Entertainment started direct distribution of Korean movies in 2011, and
has released five Korean movies in 2012 among which A Werewolf Boy grossed $300,000. More
high-quality Korean movies are planned to be distributed in the future.

Strategies for the Global Market

For the next five years, C] Entertainment is planning to accelerate growth through
selection and concentration strategy — mainly focusing on markets in China and Southeast Asian
nations for its growth in international business, taking strategic approach of slowing down the
pace in the U.S. market, and distributing films with less risk using the effects of Korean wave in
Japan.

Korean culture has been spreading out in the Philippines with the surge of the Korean
Wave, | believe that the day we could easily reach Korean films here in the Philippines is not far
away. We truly need your support for this, and I would like to assure you that C] Entertainment
will do its best for the development of the film industry in the Philippines too.
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Current State of Korean Film Industry
and Example of International Business
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Isabel De Leon
Lifestyle Editor, Manila Bulletin

There is no denying the fact that the Korean Wave or Hallyu as we all know it has
become unstoppable. First, in becoming a regional craze and then eventually into a global
culture. Now, the world is embracing everything Korean — from K-Pop, K-Drama, and even the

language. When you go around Manila, you will see these famous restaurants and the little
children, when they see somebody who looks Korean; they automatically say "Anyong sa'yo?” It's
a bastardized way of saying “"How are you?” in Korean and what they actually mean is "Ano ang
sa inyo?” which is the Tagalog for "What's happening with you?”

We have all been embracing Korean films, kimchi, bibimbap, practically everything
Korean. We have heard about the advent of Korean movie actors and actresses by the name of
Park Shin Hye, Kim Hyun Joong, Kwon Sang Woo and even Eugene and they all seemed like gods
and goddesses who descended upon their hysterical Filipino fans. We have also seen K-Pop idols
in the Philippines. Super Junior, Girls Generation, Big Bang, 2PM, even EXO-K and they rendered
their fans catatonic, mystified and wanting or craving for more.

Listening to the three presentations today, especially Ms. Park’s the reason why Hallyu
or the Korean Wave is being embraced not just in Asia but all over the word is because of the
tremendous amount of support that the Korean government is giving the industry. This is very
commendable. She has presented another set of regulations and incentives, even for foreign
filmmakers who rendered the rich growth not just at the Korean film industry but also of other
foreign film industries. For example, incentives for foreign filmmakers as enunciated by Ms, Park
is actually helping deepen the mission of the Korean government to use Korean films, Korean
music, Korean culture as its way of sharing everything that is beautiful in Korea. Any movie or
any music that reflects what the country is all about is actually a manifestation of how beautiful
a country is. So if a Korean film is being enjoyed by Filipinos, it's a beautiful manifestation of
how we look at Korea, their way of life and their culture.

I would also like to say that because of the rising popularity of the Korean film industry,
US filmmakers now are doing remakes of Korean films and Hollywood has even taken a liking for
Korean films. Just as I'm speaking before you, Hollywood is set to do a remake of Oldboy, and
also a remake of Sympathy for Lady Vengeance and it's going to star Charlize Theron. The reason
why Hollywood is doing remakes of all these Korean films is because they see the unique form of
storytelling in Korean films as its strength.

In Director Ato’s presentation, he made it very clear that other than promoting its own
movie industry, South Korea is also actively helping film industries from Asia and other parts of
the world in producing films particularly the genre films and this gives us a magnificent view of
how Korea wants to share its expertise or the success that it is now enjoying with the rest of the
world. That is very commendable.

Mr. Jung, in his presentation, said that the market share of Korean films increased in the
mid-1990s and that was because of the report that the admission sales of the Hollywood film
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Jurassic Park was exceeding the sale of Korean made cars and that alarmed the government of
Korea that they decided to start promoting or producing their own films and not just to
patronize Hollywood films. That gives us a pretty good idea of how nationalistic Korea is when it
comes to their films as well as their culture.

Hallyu is seen to continue riding the waves in China, the United States, Latin America,
the Middle East, and most especially Asia.

Korea's film industry has also reached its peak now. We all know that once it has
reached its peak there is no way to go but down but that is not what we want to see. What the

government of Korea needs to do is to expand globally — that is the first step. The second step
would be to sustain the cult following which is going to be another challenge that they have to
face. This is how I look at it at the present time — the cult following is there, the support is

there, and as a self-confessed addict of K-drama and K-pop, it's just a matter of sustaining what
Korea has already achieved in sharing its beautiful culture with the rest of the world.
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Q1:

In the discussion a while ago we saw the tremendous support of the Korean
government through its policies in film production to boost economic development. We all know

that the South Korean President Park Geun Hye is pushing the National Agenda called ZZ 3

H| or the “Creative Economy”. The purpose of this core national agenda is to revitalize the

economy’s viewing creativity and innovation as the key driving forces for the nation’s future
growth. In terms of the Park Geun Hye administration, what will be the role or mission of KOFIC
and where is it headed in relation to the Creative Economy Initiative? (Addressed to Ms. JiYin
Park)
*  Randolf Mariano
Graduate Student, University of the Philippines - Diliman Asian Center

Answer:

Park Geun Hye’s Creative Economy is mostly about culture industry. The movie industry
is a big part of the culture industry — it's both an industry and an art. We are currently
focusing on enhancing film accessibility so that more people can enjoy movies. Other things we
are considering are enhancing the working condition of the film crew.

(Ms. Park’s answer was given in Korean and translated by the interpreter)
*  Ji¥in Park
Senior Researcher, Film and Development Department, KOFIC

In the future we can make a Korea-Philippine co-production movie, that’s an example of
a creative economy. In Vietnam, my main role is to create Vietnam local movie as a way of
expanding the Korean film industry as well as the local film industry. I hope this trend will also
be popular here.
®*  Tae-Sun Jung
General Manager, C] Entertainment, Vietnam Office

Q2:

I have a couple of questions. First, in terms of marketing and promotion of Korean films
abroad, are these films also popular in Korea? Second question is on the role of the government,
does the Korean government do a gatekeeping function in the marketing and promotion of films
abroad? Because you give 80% support so probably you have a big gatekeeping function.
(Addressed to Ms. Park and Mr. Jung)

®  Bella Lucas
University Researcher, University of the Philippines Diliman

In relation to her question, do you have a list of films that you select from to participate
in film festivals? Does the film have to be popular in Korea for it to be promoted abroad? What is
the Korean government doing to support the film industry for it to be popular in other countries?
(Addressed to Ms. Park and Mr. Jung)

®  (Chloe Wong
Foreign Service Institute, Department of Foreign Affairs
Answer:

I have been working in Vietnam for a year and had distributed about six movies.
Marketing abroad is basically about which movie will fit the country. I consider the culture of the
country and we mostly choose the movie with a famous actor as well as the taste of the people.
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(Mr. Jung's answer was given in Korean and translated by the interpreter.)
*  Tae-Sun Jung
General Manager, C] Entertainment, Vietnam Office

KOFIC doesn’t do marketing of Korean films abroad nor do we do the selection for film
festivals. We do have a lot of support programs for international sales companies and the
directors who attend the film festivals or film markets. We also have programs to help
international film festival planning. For example, we invite key personalities from film festivals
like the Cannes, Berlin, or Venice. I cannot say that there's a standard for selecting Korean films
for promotion.

*  [iYin Park
Senior Researcher, Film and Development Department, KOFIC

Q3:

The Korean government's support to their film industry is evident. I am also happy to
note that Direk Ato is making his way to Hollywood. My question is, have you and the likes of
Director Brillante Mendoza been receiving support from the government in your ventures to
bring the Philippine films to the world?

®  Belen De Asis
Faculty, Polytechnic University of the Philippines

Answer:

Thank you for that question. The answer is not simple because if you're asking if we are
getting some support, yes we are. But that which is being supported, it's a different thing. FDCP
before solely supports Filipino filmmakers if they go to festivals, they fly them to festivals like
Cannes or Berlin. Back then, I was a participant in the Paris Cinema Filipino Spotlight but I
believe it's not so effective. But in terms of industry support I think that's beginning to happen
with Chairman Briccio Santos. If you're familiar with the term “one day, last day”, Chairman
Santos abolished that so theaters can no longer pull your film out whether it earns or not in a
single day. That's one accomplishment. Another would be the promotion of mainstream movies
and independent films regionally.

The support that I receive as a genre filmmaker may be different from the support that
Brillante Mendoza is receiving. We are both independent filmmakers but we differ in film
aesthetics and style.

The government and the FDCP are helping us filmmakers through giving us film festival
exposures like the Puchon experience. Another example would be the genre themed film festival
next year. | hope in a way, | answered your question.

We're still struggling as filmmakers. We need support from the government but one of
the main problems is the way of thinking of the big studios here in the Philippines. They only
think local. We need to be more diverse to be able to find room for growth and make money
because we need it to produce films. The most successful films in Korea are not cheap. They're
high quality and we need funds. We need producers, big producers to gamble on our ideas, to
gamble in producing a quality film and not just be content with what we have now. I think that's
the conflict, not the government support but the thinking of the Filipino audience. 1 hope 1

answered your question.
®  Ato Bautista
Director, Producer
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JiYin Park:

The KOFIC Film Research and Development Department is starting its research on East
Asia film industry. The goal of our research is to promote the local film industry of Korea
together with the East Asian film industry. KOFIC's international policy is not just for Korean
films but also of film industries abroad. Thank you.

Ato Bautista:

I'm good.

Tae-Sun Jung:

The Vietnam film market is the same as the Philippine film market. The local market
share is under 20%. This is not a reasonable situation compared to the Korean market share of a
about 50%. The most important thing is, as what Director Bautista said, to make a lot of quality
movies here soon. Thank you.

De Leon:

Korean wave through Korean Film has gone a long way. It has been recognized in the
Cannes Film Festival, Berlin International Film Festival, and even the Venice International Film
Festival. The elusive Academy Award is the only one that the Korean filmmakers have not
clinched so far, so I think that’s the next goal they should aim for. Thank you.
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Panel Objectives:

The panel seeks to answer/expound on the following questions,/topics:

Paper Titles and Speakers
1.

1. The Asian Cinema Fund and the Asian Cinema Project

2. Expectations in collaborations, international funding and the Filipino
participation in the international film market.

3. The Importance of cultural collaborations.

4. In marketing Korean films to a diverse, global market, how do Korean films
complement the cultural diversity of its target audience?

5. Promotions of cultural exchange in terms of film.

Topic: Asian Cinema Fund/Asian Project Market
Paper Title: The Asian Cinema and the Asian Project Market

Speaker: Mr. Pepe Diokno, Director
Schedule: 1:35-1:50

Topic: Korean Films in the International Scene
Paper Title: International Co-Production
Speaker: Mr. Jonathan H. Kim, Producer
Schedule: 1:50-2:05
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PROFILES OF SPEAKERS

Mr. Jade Castro

JADE CASTRO is a writer, director and producer and
he is currently a board member of Origin8 Media, a
film production, marketing, and distribution company.
In 2007, his independent film Endo debuted in
Cinemalaya, and was followed by My Big Love in 2008
under Star Cinema, Zombadings 1: Patayin sa
Shokot si Remington in 2011, and My Kontrabida
Girl in 2012 under GMA Films. For this year, he
released the Juana C. The Movie and My Lady Boss
under GMA Films.

Mr. Pepe Diokno

PEPE DIOKNO is a 26-year old film director, writer and
producer. In 2009, his debut film “Engkwentro” premiered
at the Venice Film Festival and won the Lion of the Future -
“Luigi de Lurentiis” Award for Best Debut Film, as well as
the Orizzonti Prize for new trends in cinema. In 2010, Pepe
received the Presidential Ani ng Dangal Award, and was
included in the Phaidon Press anthology Take 100: The
Future of Film, a list of world’'s 100 “most exceptional
emerging filmmakers”. In 2013, Pepe began shooting his
sophomore film, Above the Clouds, with a grant from the
French government’'s Aide aux cinémas du monde. The
script, which Pepe wrote, received the Arte Prize at the
Berlin International Film Festival in Germany, as well as a
development grant in 2011 from the Busan International

y

Film Festival in South Korea. The film is set to be released in 2014. Pepe is columnist of
the national broadsheet, The Philippine STAR, and Editor-at-Large of its pop culture

section, Supreme.
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Mr. Jonathan H. Kim

® JONATHAN KIM is currently the Chairman of Hanmac
Cultural Corporation and previously served as a consultant
for C] Entertainment. He is considered one of Korea's top
producer and writer, having won several prestigious awards
and served public and private institutions in the fields of
film, culture, arts and tourism among many others. In 2004,
Silmido, a film he produced, won the Paeksang Arts Award
(Grand Prize), Blue Dragon Award (Best Director, Best Film)
and Daejong Film Award (Best Production, Jury Prize).
Apart from Hanmac, KIM is also currently the Director of
Shin Young Kyun Arts & Culture Foundation and The Motion
Pictures Association of Korea; Auditor for the Jeonju Film Commission; Member of the
Sub-commission for Supporting Global Business (KOFIC), The Korea-Japan Cultural
Exchange Council, Korea Scenario Writers Association; and an International Consultant
for the Hong Kong International Film Festival. He is also the Consulting Producer of the
movie "Masquerade” which is part of the 2013 Korean Film Festival in the Philippines.

Prof. Jag Garcia

® JAG GARCIA is currently the Chairperson of the Digital
Filmmaking Program of the De La Salle-College of Saint
Benilde. He is a professor of Film and Media History, and
Film and Video Production. He has over 20 years of
professional media experience in TV, film, live events and
corporate video. He earned his degree in Communication
Arts and MA Communication, Major in Applied Media
Studies from the De La Salle University-Manila. He then
studied at the University of South Wales and earned his Masters in Cross- Dlsc1plmary
Art and Design. Besides teaching, he is also a writer of visual production books and a
co-developer and writer of the Media Arts Curriculum of the DepEd Special Program in
the Arts for Grade 7-12. B
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ASIAN CINEMA FUND AND THE
ASIAN PROJECT MARKET

Pepe Diokno
Director

The Asian Cinema and the Asian Project Market are two programs of South Korea's film
commission that have really helped me as a Filipino filmmaker. I'd like to tell you about my
experiences with these programs, and talk about how they can benefit our local industry.

In 2011, 1 received a script development grant from the Asian Cinema Fund (ACF) for
my film "Above the Clouds." We are currenty shooting the film under a co-production between
the Philippines and France. We received funding from the Aide aux Cinemas du Monde of the
French Ministry of Culture and Ministry of Foreign Affairs, as well as private Filipino
investments. We are targetting a release in 2014, but I have to say, ACF was the catalyst that got
this project going.

See, at the time, "Above the Clouds” was a germ of an idea (I had applied to ACF with
just a synopsis, a treatment, and a copy of my previous work). For me and 1 think for many
writers, this part of the writing process is an uphill battle, one that is often difficult, frustrating,
and discouraging. I've never told anyone this, but | had such a hard time cracking the first drafts
of "Above the Clouds” that | had already given up on it when I was told I got the US $10,000 ACF
grant. In fact, it was the day after I decided to abandon the scrpt that I got the email from ACE.

Now, the ACF selection was sort of the first form of encouragement | got for "Above the
Clouds;" the first reassurance that | had something there; that it was a project worth continuing.
But apart from this emotional boost, getting the ACF grant also did something that kickstarted
my writing process — it put me on a deadline. See, the funds are released in tranches, with one
tranch coming after a first draft, and another, after the submission of a shooting script. So, when
it was announced I got the grant, there was no question — I had to finish this script.

The first use I had for the funds was research. "Above the Clouds” tells the story of a 15-
year old boy who loses both of his parents in a flood and is forced to live with his estranged
grandfather, who takes him on a journey up an old, mystical mountain. For research, | had to
interview psychologists and social workers who dealt with the victims of Typhoon Ondoy
(International name: Ketsana). | visited flooded areas. I also took went on hiking trips to get
inspiration for our mystical mountain.

The second use — and one that can't be ignored — is that the grant allowed me to focus
on writing the script. A big problem in the Philippines is that screenwriters are chronically
underpaid. Our writers are struggling for peanuts — the ACF grant is perhaps two times the
amount of what even the biggest local studios pay. Maybe more. So, | was lucky that I got the
funds. It covered my living expenses as | shuttered myself off and wrote — this is the ideal
situation; to take one's time; to focus on one project at a time.

Once the script was done, it became time for us to focus on getting the film made. I
pulled in my producing partner, Bianca Balbuena, who analyzed the serpt and made a budget.
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We realized that the material needed a higher budget than what local grant-giving bodies could
give, because it entailed far-flung locations, many shooting days, and the best talents and
equipment. What's more, all the local grants, such as Cinemalaya, Cinema One Originals, Sineng
Pambansa, and CineFilipino impose short production timeframes, and we knew that it would
take us at least a year to execute this film right. We also realized that, at the time, it wasn't the
type of material local studios were open to supporting, as it didn't fit the conventions they're
used to (big-name stars, many supporting characters, etc). So Bianca and | decided that
international co-production was the way to go.

The first step to mounting an international co-production is to attend workshops and
international project markets, as this is where you meet prospective partners. This is where the
third use of ACF funds come in: It allowed us to attend these events.

For "Above the Clouds,” we got selected to the Produire Au Sud workshop at the Festival
of Three Continents, in Nantes, France. Here, we worked with script doctors, pitch experts, and
seasoned producers to come up with a sellable package for the film. We also met our co-
producer here, a wonderful man named Philippe Avril, and his company, Unlimited.

Bianca was then selected to attend the Berlin International Film Festival's Talent
Campus, and our script was handpicked to participate in the Talent Project Market, a venue to
meet producers, sales agents, distributors, and the like. The ACF grant covered part of me and
Bianca's travel expenses. Here, we found more prospective partners. We also raised the profile of
the project, and put it on the map, so to speak. On top of this, our pitch won the ARTE
International Relations Prize, which came with 6,000 euros.

Speaking of project markets, in 2012, [ participated in the Asian Project Market (APM)
at South Korea's Busan International Film Festival, as one of the producers of the great Lav
Diaz's "The Great Desaparesido.” The APM is a wonderful venue to connect with fellow Asian

filmmakers, find partners from our region and elsewhere in the world, and also to make a splash.

At APM, Lav's project was covered by the "trades” (industry magazines). More importantly, we
met our co-producer, Bich Tran-Quan, who has come aboard Lav's film with her Paris-based
company Dissizenz Films. Through Dissidenz, we got funds to shoot a prologue to Lav's film,
something Lav shot two months ago. The result, a 30-minute short, will be screened at the
Busan International Film Festival and the San Sebastian International Film Festival this year, and
we hope it will pave the way to the production of the full feature.

Projects such as "Above the Clouds" and "The Great Desaparesido” would probably not
have gotten off the ground without the Asian Cinema Fund and the Asian Project Market. I thank
the Korean Film Council for helping us contribute to the rich make-up of Philippine cinema, and
widen the scope of what Filipino movies can be. | must point out that the Koreans do this
without any creative intervention, allowing our films to keep a Filipino spirit, and filmmakers
like myself to stay true to our intentions — which is usually a struggle, even when dealing with
local film grants and film studios.

Now, I was invited to talk about areas of cooperation between the Philippines and South
Korea, so I'd like to go through a few more points.

The ACF offers a post-production fund, which gives selected projects access to South
Korea's state-of-the-art facilities, as well as their highly skilled talents. This is good because I
think that Filipinos should improve our output in the areas of sound mixing, color grading, and
visual effects. We actually already have the necessary equipment here, so we can explore having
training programs, where Filipinos are sent to South Korea, and vice versa. I'm sure the Koreans
will learn much from us as well.
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I mentioned the Busan IFF a few times. Busan is perhaps the largest film festival in Asia,
and every year, we have a number of Filipino films screeneed there. | was at a screening once,
and beside me, there was a Korean woman who was crying over a Filipino movie. She was
absolutely in tears. In 2012, the documentary "Harana" was screened in Busan, and one of its
subjects, a great haranista whose songs were once thought lost, went to Busan and performed
by the seaside. Afterwards, there was a long line of Koreans asking him for autographs, buying
his CD's. They were going crazy over our haranas!

I mention these to point out that if Korean films, TV shows, and music have a market in
the Philippines, then Filipino films, TV shows, and music can have a market in Korea, too. We
should look into exporting more of our "products” to South Korea, and again, we can learn so
much from them in how to do so.

All of this underscores the importance that the South Korean government gives to
cultural products, especially cinema. The Korean film council, according to its website, invests
millions of dollars in cinema, to produce and distribute films, build facilities, and promote their
works. They also impose a screen quota for films. See, the South Korean government knows that
not only is film a major boon to their economy (it's an industry that contributes hundreds of
millions to their coffers), but it is also the best way to spread their culture. Ask any Filipino
today if they want to visit Korea, eat Korean food, speak Korean, or even date a Korean, and
chances are the answer you'll get is yes. This is the product of a smart, tactical, and well-funded
program that the Koreans have built over decades, and it would be stupid of us not to learn from
their example.

To close, there are many ways in which Filipinos and Koreans can work together, and
for Filipinos, it would be beneficial for our industries to cooperate. I hope our film councils can
work together more and educate each other more in the areas of financing, production, and
especially distribution. And for Filipino filmmakers, | invite them to work with the Koreans, as
my experience has been completely positive. Thank you.

83




International Co-Production

Jonathan H. Kim
Producer

Definition

An international co-production is a production where two or more different production
companies from different countries (typically two to three) are working together.

Official Co-production

® Producing a film which attains more than two nationalities with the fulfillment of iy
coproduction treaty between nations.

® They are made possible by agreements or treaties between countries. It seeks to
achieve economic, cultural and diplomatic goals.

*Co-production can be made without co-production treaties as long as you have certain
rules set with your government.

*Each country has different rules and regulations about how to acknowledge a film as
their country of origin.

Benefits

It qualifies as a national production in each of the partner nations.

Can access benefits that are available to the local film industry in each country.
The ability to pool financial resources from each country

Access to the partner government’s incentives and subsidies

Access to the partner's market, or to a third market

Access to a particular project initiated by the partner

Access to a desired location or to cheaper inputs, cultural benefits

The opportunity to learn from the partner.
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2010 Thailand Box Office

Rank Movie Title Gross Release
E Harry Potter and the Deathly Hallows (Part 1) $4,933,136 11/18
2 | ronMan2 $4,617,812 04/29
3 Kuan Mun Ho (Hello Stranger) $4,413,745 08/19
4 Sudkhet Saletped $4,098,465 12/30
5 Resident Evil: Afterlife $3,415,485 09/09
6 The Twilight Saga: Eclipse $3,217,792 07/01
(4 Clash of the Titans (2010) $2,884,686 04/01
8 Singleklek Teereakwarak (First Love) $2,658,811 08/12
9 Prince of Persia: The Sands of Time $2,468,718 06/10 .
10 The Chronicles of Narnia: The Voyage of the Dawn $2,203,470 12/09
Treader
11 | Ipception $2,087,414 07/15
12 | saranae Siblor $2,084,170 04/01
13 The Sorcerer's Apprentice $2,069,163 07/22
14 | Tykkie Chau Ying Khaikob $2,000,137 07/22 |
15 | StepUp3-D $1,903,317 08/05 | ;
16 | Alice in Wonderland (2010) $1,837,230 03/04
17 | Phoo Chai Lunla (Lunla Man) $1,803,464 12/09
18 | Tron Legacy $1,692,695 12/23
19 ?E::%l Jackson & The Olympians: The Lightning $1,659,723 02/11
20 | saranae Henphee $1,654,098 12/30 )
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® Increased coordination and shooting costs
Increased costs of dealing with government

Loss of control and cultural specificity

Difficult production control

Loss of commercialism due to cultural differences.

* International co-productions also occur outside the framework of official co-productions.

List of Technical and Artistic Contributions

PRODUCTION COMPANY

Production company

10

LANGUAGE

Language

10

CONTENT

Content's Korean relation

CREATOR

Director

10

Script, redraft

wn

Composer

-

ACTORS

Main

[y
(=]

Supporting

TECHNICAL CREATIVE
CONTRIBUTION

Assistant directors department, Action

DP department

Administration department, Production

Editor

Sound recorder

Production Design

Set Construction

Make-up

Gaffer

Special Effects

PARTICIPANTS

Other prodution participants

Misc set construction team, extras

LOCATION AND LAB

Location

Lab

EQUIPMENT

Camera

Lighting Equipment

Misc Equipment

SOUND POST-PRODUCTION

Sound _ Mixing

VISUAL POST-PRODUCTION

VFX, DI, CG
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Treaties

® KOREA -CHINA (2014)
® KOREA - NEW ZEALAND (2008)
® KOREA - FRANCE (2006)

® KOREA -EU (2005)
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KOREA - CHINA (2014)

KOREA - NEW ZEALAND (2008)

KOREA - FRANCE (2006)

KOREA - EU (2005)
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Prof. Jose Antonio "Jag” Garcia
Chairperson, Digital Filmmaking, DLS-CSB

Good afternoon ladies and gentlemen, first of all 1 would like to thank the Korean
Cultural Center for the invitation to this year's Hallyu forum.

My colleagues Mr. Jonathan Kim and Mr. Pepe Diokno have given us some interesting
insights into the realm of international cinema co-productions and how this relates specifically
to co-production opportunities that have occurred, continue to exist, and may be further
strengthened between the Philippines and South Korea.

Today, ladies and gentlemen, China seems to take precedence as the world’s most
dominant economic presence. | mean look around you. Isn't everything around us made in China?
But on a serious note I'd like to agree that Korean popular culture has done something that the
term “made in china” has been unable to do. It has taken over the world. When Korean pop
sensation PSY hit over 1 billion hits on YouTube and everyone - and | mean everyone - in the
world at one point or another, whether on a karaoke stage, in a company party, or in the privacy
of your own bedroom every one of us did the Gangnam Style... and no, you may not quote me on
that. What I'm pointing at, ladies and gentlemen, is that the Korean entertainment industry is
doing something right. Pepe Diokno mentioned about exporting products - cultural products.
Cultural products - whether music, food, or film have the power to bring a country’s identity,
heritage and culture to more people and in a more peaceful means than any other form of
political hegemony can hope to replicate. And we are in the middle of this social flux. When
social media, digital technologies, cross-cultural cooperation, and a thrust towards creative -
rather than political - economies are bringing more and more people together to collectively
share in the uniqueness - and commonality - of their individual cultures.

If there are lessons that Philippine cinema can learn from Koreans is making our
cultural products accessible to others. International co-productions are key to this.
I was asked recently asked: “what could Korea do for Philippine film?”

Mr. Kim illustrated this with his discussion of the Korean-New Zealand co-production
agreement. We need a structured, formal, and government-recognized system through which co-
productions can exist and prosper between our two countries. Formal agreements like this, as |
said, will provide the road across which we can push the flow and exchange of products,
resources, and knowledge. Formal treaties - developed by well-meaning policy makers - can do
a lot for removing legal hindrances between projects and funds.

In the Philippines efforts are in place by agencies such as the DTI, DOT and the FDCP to
form the legal and inter-governmental roads through which co-productions can happen.

Major “roads” also allow smaller, less formal roads of exchange to open between private
entities. Small producers can work together with smaller projects, schools can link up with other
schools, technology companies can work with filmmakers. This is not new, all of these informal
avenues already exist through the efforts of individual filmmakers, producers, distribution
companies and agencies... it's easy to imagine what new roads a formal superhighway can bring.
But should we wait for the roads to be built before we go forward to discover and explore? Did
history’s greatest explorers like Magellan, Columbus, and Zheng He wait for someone else to give
them a list of established trade routes? No. And so the Filipino filmmaker on his own has




explored and ventured into the world of co-productions. Seeking support from grants-giving
bodies from Germany, France, the US, and the European Union among others they join festivals,
workshops, master classes, and competitions with the hopes and dreams of pushing their films
and film projects forward. And although difficult and challenging, they have been for the most
part successful.

Closer to home, through agencies like KOFIC and the Korean Film Academy, through
programs such as the AFA, APM and ACF aside from funding, Filipino filmmakers have tapped
into a resource that has carries more value and potential than any treaty: knowledge. I said
earlier that the Koreans are doing something right - so let's learn it. And let's learn it when we
can, and while we can. We definitely need more opportunities and venues for co-productions
between Korean and Filipino filmmakers, but as a film school I would like to see greater co-
productions in the realm of teaching and training. Programs for student, faculty and university
exchange, workshops such as those currently run jointly by Goethe Institut and Alliance
Francaise , and cross-cultural collaborations not just by filmmakers but by Alm students
themselves.

Pepe Diokno had spelled it out. Both cultures are poised to learn so much from each
other: technique and technology for sound, lights, visual effects and postproduction are just the
tip of the iceberg.

As an industry and on the governmental level there is a lot to learn about tapping into
the creative industries with systems such as incentives, subsidies, and screen quotas.

But most importantly through international co-productions there is a lot to learn about
ourselves and each other... such as Pepe’s story of a Korean woman crying unabashedly at a
Filipino film, we understand that it is through film that we best realize how different we may be
but how similar we actually are.
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Q1:

Have you addressed the issue of television and DVDs as very close rivals of the film
industry? Because when we watch television we hardly spend anything or we spend very little
and we can watch it in the comfort of our rooms,

® (Carmencita Acosta
Associate Editor, EXPAT Newspaper and Travel and Lifestyle Magazine

Answer:

I'm not sure that's a relative question for this session but I will answer it very briefly
nonetheless. 1 was a little bit surprised that you watch DVDs for free. That was my initial
reaction. For television you actually pay for it by watching the ads. They are actually charging
you with your time. You're supposed to pay for your DVDs but if you get it pirated then you still
spend time downloading it. However, illegal download is a very big enemy for people with
intellectual properties such as filmmakers like us. It has to be resolved someday. Most of our
profit, in Korea, comes from theaters. Almost 70-80% of the profit we earn from the cinemas, we
don't really get profit from TV and because of the piracy we don't earn much from the ancillary
market. You're right about TV and DVD being our competitors but please do not watch DVD
without paying. Thank you.

®  Jonathan Kim
Producer

Answer:

Yes, definitely but for legitimate venues, TV, cable, paid DVDs, paid downloads and that's
actually good that these mediums, these venues have become more available because let's say a
Filipino film as recently as 15 years ago had to make almost 100% of its profit in the Philippines.
Today that has become a smaller percentage because they are now able to sell the same Filipino
film whether it was a Dingdong Dantes or whether it was an independent with unknown actors
through The Filipino Channel, through cable rights abroad, DVD and distribution rights abroad.
What I'm saying is, the more venues that become open to audiences, the more there is a reason
to produce. Let’s discount first the whole piracy issue because that is a whole other issue in itself
but the more we have available venues then the more reason for filmmakers to create work and
that's really good for the industry in general.

® Jag Garcia
Chairperson, Digital Filmmaking DLS-CSB

Answer:
There's a variety of means of showing our product, that’s good. As long as the makers
get profit out of it so that we can invest that profit back to the next project. As long as we can do

that, that's good. But because of piracy these other means of profit is going down.

®  Jonathan Kim
Producer
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Q2:

I wonder if you have ASEAN-South Korean relations in the area of cultural cooperation.
Do you also have partnerships with other ASEAN countries aside from the Philippines?

® Bella Lucas
University Researcher, University of the Philippines Diliman

Answer:

As you have heard in the second session, Mr. Jung is C] Entertainment’s representative
in Vietnam. They are trying to do something in Vietnam. | think next week we're having an
Indonesian Film Festival in Seoul. We are trying to do a lot of cooperation with all the ASEAN
countries and hopefully we can make a comprehensive treaty between ASEAN countries and
Korea including the Philippines.

*  Jonathan Kim
Producer

Q3:

Can you see the Philippine entertainment industry could equal or surpass what Korean
entertainment industry has done? Can we have our own Philippine wave of culture products in
the future?

®  Norland Reyes
Foreign Service Student, University of Manila

Answer:

I'm glad you asked that question. What is culture for a nation? It's your sovereignty
right? A culture needs to be nurtured and kept and if the government doesn't recognize that
then you have to ask for it. You think the Korean government just gave it to us? I don't think so.
We had to fight for this. Most cinemas all over the world are dominated by the American
Hollywood blockbusters, right? 1 understand that the Philippines have a little over 30% local
market share. Korea, luckily we have a little over 60 now, around 60, but then number fluctuates.
Korea was just like that 15 years ago.

Now think of yourself fighting Mark Mufoz, he's a UFC fighter and he’s Filipino. Put
yourself in the ring with him, can you fight him? Americans always tell us it's a free trade, a free
fight. It can’t be a free fight if somebody’s too strong right? Either you have to go down or you
need to wear a protection. But in the real trade, you cannot really put too many restrictions
because it rules out other industries. The government has to support or protect your industry
and you have to ask for it. He mentioned about the screen product of Korea, we have 146 days of
screen quota where cinemas have to play mandatorily throughout the year. When we're signing
the FDA with the Americans, they asked us to decrease that or get rid of it. We have to actually
make that into half, now we have 72 days of screen product which means nothing at that time
but it is needed to protect the local industry because once you lose what you have in the
industry it will be gone forever. Now you think the Korean government has a lot of money to give
to the film industry? No. They have what you call film tax or ticket tax. 3% tax is collected on
every single ticket, that's how the Korean Film Council operates and gives a lot of money to fund
different things. However in the Philippines, | understand that you only tax local films. You don’t
tax foreign films. That doesn’t make any sense. They're in your territory making money from
your country; you need to tax them too. All films should be taxed whether local or foreign and it
should be used as seed money for your film industry. You have to ask for it. You can't just sit
there and have your government give it to you.
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® Jonathan Kim
Producer

Answer:
It's good that he mentioned the screen quotas because as moviegoers here know, it’s
very difficult to watch local films in local theaters. For example there are four theaters inside a
mall chances are all four will be showing Hollywood films. It's enviable that it's not allowed in
Korea right? You have to show Korean films in Korean theaters.
®  Jade Castro
Writer, Director

Answer:

At a certain time Hollywood films can take over the theaters. But usually the local film
industry does not allow that to happen. It's not that it's regulated by rules but as long as they
play local films 74 days out of the vear. It never happened as of the moment.

®  Jonathan Kim
Producer

Q4:

There seems to be a lot of interest from Filipinos to Korean films. Is the reverse true?
Do you think there's interest from the Koreans regarding Filipino films?

® Jade Castro
Writer, Director

Answer:

At the moment Korean films have about 60% market share and the other 38% is
American films so I think we have about 2% left for European, Chinese, Japanese and the rest of
the world. That's another thing Korea needs to change, they need diversity in films because
cinemas only want the ones that they can make money from. We do have theaters that are called
art cinemas, we call them diversity cinemas and there are 30 of them. We have 2,000 screens in
Korea but the market has to change, the audience has to change as well, and they had to want
other films from other countries. It's something that Koreans obviously need to change.

®  Jonathan Kim
Producer

Q5:

I've interviewed one French guy over the weekend and he said that the Philippines must
revive the ritual of going to the cinema as a form of long term investment in terms of making the
audience feel that it's not okay to appreciate works of art meant to be appreciated in the wide
screen which are now appreciated in the comforts of their home or gadgets. Can you say
something about this? Is it really important to revive the lost art of going to the cinema,
appreciating films in a quiet surrounding without the distractions of telephone calls and people
hollering at you.

I think his point is, if there is no tradition of going to cinemas and films are seen only in
DVDs then you won't really make that much money and I think his point also is that cinema is an
art form in itself that should be appreciated in the big screen. They said in France certain
cinemas are subsidized by the state. His point basically is for Filipinos to appreciate cinema as
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an art form.

* [barra Mateo
Freelance Journalist, Asian Studies Student

Answer:

I'll start off. Oh yes. Should we revive it? Yes, definitely. Some filmmakers, I don’t want to
say all, have also lost the art of making cinema, cinematic. An old professor of mine said that you
cannot watch Lawrence of Arabia on your ipod or the iphone because you will have this
panoramic scene of the desert and of TE. Lawrence. Both film viewers and some filmmakers
have lost the art of making it a reason to watch it big. They now started to make things
watchable small. That's one. The other aspect is of course economic. The cost of watching films
in the country has to go down. Or the experience has to be worth the cost and 1 would blame,
and | hope there are no network executives here, | blame TV for that. Why would you pay to
watch Marian Rivera on the big screen doing her thing when you watch her every day for free on
the television screen? Why would you pay to watch Dingdong Dantes on the wide screen doing
his thing if you watch him every day doing his thing on the small screen? And that changes the
whole culture. Why spend 1200-1500 pesos for a family of four to watch a movie and have ER
dinner at Jollibee when for 30 pesos you have a pirated DVD that the whole family can watch 1
over and over again. There are a lot of factors. See if we can, let's revive it, let’s bring it back. .

* Jag Garcia
Chairperson, Digital Filmmaking DLS-CSB

Answer:

To be fair though, there were attempts to bring the audience back to the theater which
explains the popularity of 3D movies or even 4D. | was fortunate enough to have seen a 4D
movie in Seoul, the latest Bourne movie which was shot in the Philippines. There have been
attempts to try to give an experience to the audience that they cannot experience at their own
homes. It's working every now and then but my question is why do you think the tradition of
going to the cinemas died? Why is it important for your French friend to revive this ritual of
going to the cinema?

®  Jade Castro
Writer, Director

Q6:

You said that we should bring down the cost of watching movies. Well, we have been
working on this math ourselves in the company where I work at and we came to the conclusion
that actually we must raise ticket prices because, well according to the math, even if you come
up with a blockbuster film the cost of coming up with a Hollywood quality movie of the same
production value you're just not going to breakeven. So, well | guess my question is Mr. Kim, over
at Korea, how much are ticket prices and what is the average cost of producing a high quality
film?

*  Val Victa
Manila Broadcasting Company
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Answer:

Thank you for bringing that up because I left it out a while ago. The average Hollywood
blockbuster film will cost over 100 million US dollars now. Korean average production cost is
about 3 million dollars and they're charged equal amount of money which is around \7,000
(about 7 US dollars) at the box office. Let's say a 200 million dollar movie, and a million dollar
movie production gets charged the same amount of money at the theater, | don't think that's a
fair fight. Whenever you could revive and revitalize the local film industry then you can have a
Philippine wave. Without your local industry, your films cannot go overseas. It will only stay in
our circuit. Your local audiences will love your local films better because it'’s their story not the
American’s. That's the advantage that we have.

®  Jonathan Kim
Producer

Answer:

1 think it's a matter of economics. Bring down the prices of tickets, yes. That's one
solution. Or bring up the purchasing power of the peso. | understand that it’s easier said than
done. Definitely, Mr. Kim is correct. You protect, you make it either more expensive to watch an
American film or you make local films more accessible. I've noticed how so many independent
and non-commercial or non-studio films in the Philippines have started to use named actors, if
you remember from Cinemalaya 1 and 2, you could count one film with a named actor. Let’s say
something like Mylene Dizon. But today that's the opposite. And that means there is now a
greater reason to pull audiences in and films are starting to become more commercially viable.
But still, are we giving our local films a fighting chance? Maybe we're not. Yet.

* Jag Garcia
Chairperson, Digital Filmmaking DLS-CSB

29

g

2013 224 sEE Z2meny | 203 | 0 278 0% we L 2o}




SPEAKER NOTES

2013 22 SqEy =0y | 204 | 0 270 43w ¥ 2




Jade Castro:

Aside from being a fan of many Korean films, last year | was invited by the Seoul
Film Commission to attend a film tour. Apparently they do this every now and then —

inviting filmmakers from all over the world so that they could introduce their film
locations, and production companies to meet filmmakers, producers, and personalities
in the Seoul Film Industry. It was a very insightful and inspiring because the systems
that were in place at the Korean film industry are very much effective and efficient.
Some of the facilities that we saw are not new to us, we also have them here but for
some reason they seem to work better there. There are other facilities that are not
present here such as, | remember, a company converted a water purifying facility into an
underwater film studio. They used the facility for underwater scenes in movies and
television shows where they could immerse as big as cars and trucks into the pool and
cameras and equipment are placed for easy shooting, | told some of my producers that if
we need to shoot scenes like those it'll be a lot easier to go to a place like that and there
was actually a discussion that if we make our own such facility, it would be too
expensive. To summarize, there's a lot to learn from the Korean film industry. That has
been reiterated many times today and we've been in contact with some of the people |
met in Seoul and there seems to be only a good future ahead for both countries.
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Closing Remarks

by Counsellor HWANG Seong-un
Director of the Korean Cultural Center

Hallyu Forum: The New Wave of Cinema

September 17, 2013

Distinguished guests, Members of the film industry and the academe;
Ladies and gentlemen:
Good afternoon. Magandang hapon po sa inyong lahat.

As we move towards the conclusion of the Hallyu Forum, I would first like to
take this opportunity to thank all those who have taken part of this event, especially to
the panelists, reactors and moderators for your valuable inputs.

Hallyu is one of most recognizable cultural aspect of Korea today. Not only is it
limited in K-Pop and in Koreanovelas, but has also embraced food and language as it
takes South Korea's cultural imports far and wide. Last year we had expounded on
Hallyu and for this year, we focus on film.

In the first panel, we had the respected members of the academe, Prof. Patrick
Campos of the UP Film Institute and Dr. Roland Tolentino, Dean of the UP College of
Mass Communication and member of the Film Development Council of the Philippines
(FDCP) encapsulating the essentials of the film industry of the Philippines, as well as the
role of the government in the development of such a field. Thanks to FDCP's help, the
Korean Cultural Center in the Philippines will be able to open its annual Korean Film
Festival tomorrow at SM Megamall.

Conversely, the second panel took the Korean film industry in brief, with Ms.
JiYin Park of the Korean Film Council and Mr. Jung Tae-sun of C] E&M Vietnam Office
expounding on the current situation and trends of Korean cinema. We also had Filipino
filmmaker Ato Bautista join the second panel to share his insights and experience on the
recently concluded Puchon International Fantastic Film Festival.

The final panel was with Mr. Pepe Diokno and Mr. Jonathan Kim who expanded
the idea of cooperation to actual and concrete points for consideration in terms of a
deeper collaboration. While for the most part it seems like we have been importing
Hallyu to the Philippines, there are aspects of the Filipino culture, apart from tourism,
that give birth to attention. And it is with this knowledge that we are hopeful that such
opportunities will not be wasted and will instead be used to boost the six-decade strong
friendship between our two countries.




The films of Korea and the Philippines have stood side by side in innumerable
film festivals around the world, including Korea's homegrown Busan International Film
Festival. This showcase of films, arguably one of the most popular forms of art and
entertainment, has provided the world a window to the cultures of each nation. Further
afield, I hope that our interactions in arts will not only be limited on the foreign turfs of
film festivals, but will also extend within,

The Korean Cultural Center was established to ensure that exchanges be made,
that existing relations be rendered stronger. As a cultural center, we envision that the
Hallyu Forum, together with the Korean Film Festival and many other initiatives, will
open the gateways for deeper, and much more rooted dialogues.

Then, as | had mentioned earlier, | hope to see you all tomorrow for the opening
of the Korean Film Festival.

Maraming salamat po. Thank you.
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quan thm vi yéu thich cia ngwin din Viét Nam do ank heong cua bé phem tuyen biah “Nang Dac Jang Geum™ duroe trink chueu tan Vit Nam e kaa
\'1r‘;ﬁnﬂi“\ﬂ:ddﬂ:Tnﬂhlﬂ)ﬂwﬂl\i\ﬂhﬁhhﬂl&@n&ﬂl%%ﬂmﬁh“ﬁﬁﬂm\ihﬂhﬂ
i g diin Vit Nam &4 ven i thue Han Qude 1a L phong phi. da dang hon shimg ot dung cus Hallva.

qﬂ!ﬂl“m\hlﬁ.l‘h giko nén dm e Han Qude va Vidt Nam cé it net chung 1 & &by 1 nhing mdn in o6 kot cho sikc kdioe véi nbimg
nguyén lifu chinh 14 geo. ram va gaa vi. Cic mén dn cos Viét Nam sk pho. nem coda dang rit Suge yéu thich ts Han Quc vi ngay cing o6 nhséu nha

‘hing Viét Nam o Hin . Min & Hin Quéc cling ris uoc yéu thich ta Viét Nam_ Ngwin din Viét Nam vio thwimg theong e mén in Hia Quic

& cic ohi hing Han v 86 hoong khich hing Viét Nam o niimg cim hing bis thue phim Hin Quéc cling dang ngay cang ahitn bon.

Vit Naum 1 mt madc c6 nbadu tidm kg v¢ kink o€, <& b v4 vie boa. Hidn Vids Nam dang thic hié nibmg 46 mdi v clurvén biée trén tht ci cic linh

e vk g it e rlt skt qui. C the né Vide N 14 14 i thc st i Hiss Qo ki Téng thbng Pask Gena-hye 43 chon Vidt Nawm i quée

g0 8 e thien cam My i Trvog Quisc

Rt nbudu ban e Vidt Nam yéu meén vi quan tim 860 vio béa Hin Quéc. Hin Quéc cin msis dudng nbimg woc mo vi by voug cia chc ban wé 84 chiv
khémg chi dimg L & veée dong cim vé bo.

Téi by vong ring giao hm vaa héa the chit it hai made sé duoe hinh daiah trén co v s quan thm vi yéu mén cia ngwn din Viét Nam dask cho bm
e Hin Quéc - mét néi dung md: cua Hallyu ciing nbu s quan thm v yéu mén caa Hao Quéc 44 vés m thue Vidt Nam.

Mt lim s téx xin duox gin bin ciam om 16n Vién tromyg Yoon Sook - Ja @ 6 b phit bidu tas Tog dim, 18 che chuyén gia b e ci Vit Nam va
nibimg ngwin 48 vit va 8 16 chixc Toa dim niy cimg toam thé khich tham dw kn cim om chin think!

Xim cim om!
2013 1026

Bai sir Him Quic tas Vst N Jeon Dae Joo

“eHEcHE B S9EN05

OfSfupat -
(MRS sseR4LY
(Ahdigtiel2dESAsg sl
oeEay
Gido sir - Yoon Sook-Ja
Vién truomg Vién Nghién cira Am thye Truyén théng Han Quéc

Chi tich Lién hiép hoi Am thye Truyén théng Han Quéc
Gidm déc Bao ting Banh Tteok

06 "Nex dep Van boa Am thye 1n Quic™
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bac tumg Am thue Han Quoc
I. 82849 o
Huong vi Am thuc Han Quéc
I =249 %

Stre hip din cia Am thuc Han Quoc

“oHchE B GRS (7

1. @224 53

1. #3340 §Y .
Pac tnmg Am thie Han Quoce

/ (X1goll &8)
Ding thic phim theo misa
(Gén gii wei tu nhién) .

e e,

P siaololo] gt 44
/ & /
( creret Zaly otoixg A 012} ok 2|
Cach ché bién da dang k2 Siic hap dan va
BAN CHAT CUA NGUUT HAN 1ang man
&
TAO THANH KHANG THE

gyHos 2
248y

Gisu dinh duéing
vé mat khoa hoc

% 2z}
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Pic trung Am thue Han Quéc

S,

& N

2. §4{0] 2 JoIC}. ‘FASH(MRFE) ‘ASH REE)
- HR 42 HofM o] == B4
- dzst Agptoa Fyol ofeat X2 8 20|
DF: 4 248 X 7130 M4 - 2R - R - HAW S 98
D FYso e 20 i ¥AY A7} BS
oo T - S - 5= - B
MR 29 2 -Egt- 249 HHIF - RY - 8
UYO|MER (MENEF): & - SUE - SEIY -2l - Mo|- Molx - RYE
Holgde - gh4la - 35} A0 - 4381 KYX - 200K} X%} @X) - Poj - X2 §
D alet BHF : X4, @5, HEY, Q0|X}, Xk, 27|X}, AR S 0|8
@EEF @, Y, 715, ciF, o4, #op) 5 0|7
&g #:0Hs Ot 25 42, 25 7184 4B 018

2. Am thye la thuoc. ‘Thye duge dong nguon (BRELE)" Thue nie duge (REIEE)
- Am thuc Han Quéc t6t cho stic khée gidng nhu thuse
- Phing va chita bénh nhis théi quen an udng lanh manh
(1) Chéo : Cho thém cac loai hat, thit, thusc bic vao gao té, gao nép, hat ké dé niu chao.
(2) Banh nép : B& sungchat dinh dudng va tao hiéu qui cho mui vi banh bing cac nguyén ligul
Ngoai gao con cb cac loai hat, qua nhut Hat dé, tao tau, hat 6¢ ché, hat thong
Cic loai ¢t qua : Bi, cil cdi, khoai so, diu xanh, héng khé, héng dé
Thio duge (REEE 1% B2) : Ngai ciiu , cb Seunggamcho, la Nuwti, Surichuy, méc nhi, cy thudc trén nii, <t ndm Phuc Linh
Mau - huong vi ty nhién: Hoa cuc, café, hoa thong, viing den, Omija, Chija, Yeonji, Galmae, Jicho
(@) Tré va thikc udng: Tia té, Yulcho, bach phuc linh, Omija, nho, Gugija, Sansaja
() Rugu truyén théng : Ding gao, gao nép, Gugija, tio thu, nhin sbm, thube bAc
(5) Kimchi : Téi, hanh, cii thio, giing. 5t

"o B39 FARR 00

#4040 53
Qg X ;»9 "‘W 3, % u-x:-. g -
A%’aaz\‘! 'hﬁ%#uiﬁc.’f t A"ﬁ
3. a8y axe |
Bay bién mam com Han Quoc
HEAN BB AHE] WD) BhAIE =2 S0y O B2l AfZ

Bay bién mam com (8 E): Cach bay com va ca

A 5Y B (Bin an cd 5 dia)

oL

« YAEolM H(M)ol2ls A2 WS wets A
o2y, 2, Y|, M= Yool §oi7tx] gt

« #2014 XIZE Of= Ao TS BAR
YE o XL IR FES HI3YEd
BHaaiRl2 ojeiet 42847t vjZol  Jolct
- Mol 3, 68 Wit
- UeHEDh - TH, oY Y
- 38 128 Y349 sy

10 "Net dep Vit bra Am thge Hin Cuabe”™

2013 22

NE

« Trén ban an: "Bia” thudng dé néi vé thic an kém theo, com,
nude canh, kimehi , Jjigae (canh o6 cail khéng dé vao dia

o O'Han Quéc, tai tit cd cac nha hang, Kimchi va nuoc canh
déu duge midn phi va déu bt ngudn tir van hia §m thyc
mét mam com truyén théng nay
- Dén thuémg : Mam com cé 3-5 dia
- Quy téc : Ban an cé 7-9 dia
- Hoang cung : Ban an ciia vua ¢6 12 dia
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Pac tnmg Am thue Han Quoc

N\ D,

A O i - w7e) YRy
Bio fn 06 9 da: Bin dn cla quy 8¢

“obich g3 ANRRT ]

i :--'- = P\ 70\

A 128 ey 2B st M) M
Bin 4n 12 dia; Ban in cia vua trong hodng cung
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Dic trung Am thue Han Quéc

7 P N\ PEAY N
4. g0 WA AN

Am thire theo mia

HdnMmJmmrormgrmgnama‘oﬁophmgmcmpquangdnfén rwnmgnghpépm
timg mia rdt phdt trién. Ngudi Han Qude thudng cd quan niém dm thue theo mia’,
“miia ndo thike ddy” theo khi tiét va thai gian trong ndm.

HE EHI, YOI, ohF, YT, g,
YER, +H UK &

UE  gset SE, SULHE, FoLHE.
HO|LHE, L2 &

HUHEE : 2T, 971X BEULHE, LB|ofL, 24,

glad, 84 AHols &
YW S, FUF, |X, JH, 24, 2P, ofE,
Teeisd, Tigelshl &

B

Canh binh Treok

Tét : Canh banh Tteck, canh banh Tteok Jolaengyii, banh

bao, banh kép 3 mau, suim bd om, béng, tra héng qué,

kimchi

Lép xudn : 5 loal rau mia xudn, Tangpyeongchae, rau Umpa,

rau Dallae, rau Naengyi, Kimchi Sangat

Mgay ram thing giéng : Cmnrg.loﬁc.ﬂwl rauNd:mu

x&i Yaksik, Wonsoby:

Tét Han thue: Tang:yeongdne Dummlh(kho.
bénh Jeolpyeon, banh déo ngdi ciu, canh Aetang, binh kép

hoa lindallae, nuac hoa Jindallae ngam

A

T
Binh kép hoa Jindallae
BchE M2 G 4EN |3

&40 573
wldA
o228 5
(&, MY, ExloE, E2IF, BofE,
Asai, St §
H2iaE §
JEE, S, AR ISR, AReE, 2of,
¥ 249 &

B8 434, 90i70], %8018, 20|24,
Q01257 §

Minan Ganghue

14 "Me dep Van hoa Ame thac Han Quic”

2013 224

b 5P 4 Eoje
L\
PN A

MY ETH - 558G, &8, 244Y, S01F, 3018,

(s, WY, FEY, A=Y, o, W, Y58,

| 218 |

g
m ™

Ngay Phat dan: Banh ddu xanh, banh déo 15 ngéi, canh thip
cém, Domijjim, géi ca Ungeo, rau cin

Tét Doan Ngo : Banh ngai cu, canh Jeho, banh bao Junchi,
canh Junchi, ca Bungo rim, tra qua Aengdu, Saengsilgwa
Ram thang séu: MMMGWMW

tang, Eochae, T

Tiét dai thir: Chéo du db, m*l\\l:glqlngghtﬁlﬂn
canh Gaejang, canh Yimjatsuang, canh Mineo, Jeungpyeon,
Chogyetang

Mung 7 thang 7 am lich : Jeungpyeon, Milguksu, ca chép
nudng, tra qua dao, dua chudt musi

I 27 % g« 4




S ] P\

4 W S0, G, v, AUH, @2 22,
YE, 0|4H, 208 &
£ 28, I8F, [8E, 88, LEE,
Lok, 9 DXIMRY &
T2 PARY, MHE ARY, FAiahy, 228,
s

o%, 23
E7 @R, T, 49, S8, Ho120], 43, 32t

R, X0l &8
thled : HiYY, 3, gaty, 2 gdaE, 2H4e,
2MTE FYR, +HA AN &

Pic trung Am thue Han Quﬁc

SA4h.

Trung thu: Songpyeon, canh khoai 5o, ga hip, baesuk (nudc
duing (mit ong) hda ln 1& va hat tiéu), Hwayangjeok, hat dé
trén mét ong, qué kho tho thu, hat dé trdn nudc dudng,
Songisanjeok, Songichim

Triing cifu : Banh hoa clic, rugu hoa clic, hoa clc ngam, ca
Dorumuk hip, sinseonro, dé nudng, banh Treok lam tir bi
ngé phai khé

Ngay mau ngo : banh Tteok Musiru, Sinseonno, canh dau
phu, quit ngam, banh bao, tra hoa cic, béng. ..

Bang chi: chio dbu d, Jeonyak, my lanh, my thap cim, tra
qué, nudc gao rang tra Soojeonghwa, Kimchi mudi bing
tuong, <l cdi ngam...

Tat mén:&'h'nﬁqz,m hoa clic, nudc gao rang, tra héng
qué, xuong bé him, tra Soojeonghwa, banh Tteok thap cdm,
Kimchi mudi bing tuong

A gy
Bibumbap

“Ragg g Fuee 15

I. #5349 %

1. WESAe ot

Hirong vj ciia Am thye 1én men

54 4Fo| ofd,

SYNF|ID BEAH JEC O §2 A3 SYE AEUS.

BPay khong phai la nhimg thuc pham ding ngay. Cac loai thue pham nay 6 dinh
duéng va huong vi ngon han nha dugc lam chin va lén men.

3{;}2: HEE 20iM §2 218, £, 233 59|
- 484 chd g9 AEoR ojo|eite| 248t Ot
- 342 9 WEC| gto] R4 g B0l &
- HF &0l Y8 olYshs eiXi7t §0f UCks
AREI HD E
(isoflavon %7} 0{4 &2 estrogend) 6|%)

2) WS x| : {7t 2000 F 0|4
- A3} Yio| chyE-2a, 4ol HER,
P713 89 4oz DE IYLHH
- WEE YU Rildel 853 HS S U
- 248 Yo, o oY § 2 &i50]
HAEoz oy

16 "Net Scp Vin hoa Am rhyc Hin Quéc”™

1) Cac loai twong nhut: xi déu, tuong bén, tuong ét...
dugc lam tif banh diu lam tir ddu
- Li nhiing thue phém cung cip chit dam cé nguén
géc thuc vit, b vi bii clia axit amino
- Vigc lén men lam ting huong vi clia mén an
- Két qud nghién ciu trong banh déu cé thanh phin
ngan ngifa ung thu da dugc céng bé (Clu tric
isoflavon gidng nhu hode mon estrogen clia nil gidi)

2) Kimchi - khoa hoc cia §m thyc lén men: ¢é trén 200

loai

- Hip thy dugc chit dinh dudng tugi ngon ty nhién
nhur: chit dam, can-xi ¢6 trong ¢4 va vitamin, chit vé
0 ¢b trong rau qud

- Hip thy dugic chit xo va phat huy hiéu qué cla 1€ bao
axit lactic bing cach lén men

- Khi néing phong chéng ung thu va cac bénh khic clia
Kimchi da dugc cdng nhén trén thé gidi

2013 2%

stema Zugny | 219 |

I 270 Jh%| LY o Zot




Huwong vi ciia Am thuc Han Quoc

0D,

ETREPT
SN 0 AR 7N

2 x|
Thuc pham lén men: Kimchi

A& 2HEUY A RRIREYN
Kamehn ot it non oude khom tiy

Kamcha that lons Inde

1 8 “Mex dep Vian g Am thiac Hin Quix”
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Huong vi ctia Am thue Han Quoc

= P\ <D,

3) @ : |l ¥57i%, 23 et £, o2} 2o, @712 228 98
Cirgt it TSl et F HEF 4T &

4) X HE &8 ORE oM HOPHoR dYslE HEACR ¥R
Flz . 27 UURE

3} Rugu : Cho bét men gao, ré, canh, 14, qua, va hoa clia thuéc bic vao
Cac loai rugu t ngam: rugu Jindallae, rugu hoa cuc, nigu 14 sen, Samhaeju (rugu duge kén men 3 lan)

4) Dam : Duge len men tu nhién tir vi khudn dim khi ngdm ruou
Cac loai ddm: dam ngi céc, ddm hoa qua

“epgcld tad g 4EW | O

T34 R

2. ¢4gh xjete| ot

Hirong vj tir nhién thuan khiet

=i /4018 Pl N

- THE X7} 20 9l ol OHE E{chd 23

- AE HE HE S o| B8t HESY

-AEe| DRt ot 8, 2, £, YO|8 Aokt 4

- 20|18 & e o, Xilo] HE S Yl 2B VIR 08

- Gill nguyén hudng vi tu nhién vén cé cha nguyén liéu

- Km thic truyén théng sit dung nguyén lidu theo mbi mia

- Gii lai huong vi, nhigt dé ty nhién nhét cia mén an

- Bot ngot dugc lam tir nhiing bat khé vai nguyén liéu, hiang vi iy nhién

A B39 FBRY QuR A B39 EEY Y

‘Smseonno’ - dm thie cung ‘Bibumibap’ -~ méa dn titu biéu ciia
dinh Hin Quéc Hin Quéic

300 "Nee dep Viin hoa Am chax Han Qusc”
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II. Sirc hap dan cia Am thue Han Qudc

1. 828 4 o

Mau sic ciia Am thire Han Quoc: 5 méau truyen thong

Er.

. dusiele Sggolaa | 1]
Bdctrung L9718 | Khivincia i, nhit Hajste WS s
Ko vincia cy taong | melng | Heldlg
tnng cho sy phit riée | Khi vn il 8, twong | Khivin cia kim foai s | K v clia nutc ding
| umg chosbidn s ci bing hay tan chy
| van vit
L] Bey by "y yey
Xanh 6 cam Ving Tring Den
5 o £+ HE =3
Ding Nam Gila Ty B _
) oim 418 e g %
Xuin Ha 4mia Tha Bing .
2 uz sl A uy ,
Gan Tim Rt v da diy Phéi Thin 3
a2 e 8 ng L] ES
Gin Huyét quin Thit Davaling Yasong
gt ot gt LR o
O Ding Moot Gy Min
T R gAEN D]
T4 4 _
fs b | il i, L Ty
e PN LA RO N\
_ CH7EX|
T "

H128  BFAERM
Tai liéu tham khdo : Sach Y hoc Trung Quéc
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Sire hip din cia Am thie Han Quéc

A,

ohgThE WA EHEN 2]

LEXREE]
A -

Phytochemical : IRO0|L} 47} 2E0|Lt X2 § RptHo2RE

THIE HE517] fi8] SHE0| M 83

Hoa qua hodc rau xanh la nhing san pham ti thién nhién dé bio vé co thé
khéi nhiing téc dgng bén ngoai nhu con tring hodc tia cuc tim

FIVE A DAY
- 19914 D|F0lM AR
- SHR T 71X 2] S84 § %xhs CAMPAIGN
- Duge bdt ddu ndm 1991 tai My
- Chidn dich én d6 an vél § mau sde khde nhau
trong mdt ngdy
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Strc hip dan cia Am thue Han Quéc

A,

s pRA FAER 25

2. =8to| 0|(%) ,
Nét dep cuia sir céin bang ()
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Strc hdp dan cua Am thue Han Québc

BA12} Hape o Nét dep cia mon &n va trang triban an :

- P = x| gt - Vé dep f xua clia Han Quéc dis gidn dj
EEI:II.%H% sngaN nhung vin khéng danh mét su tinh té

- WS SAID 2 A LIS WA, o AR b v Mt .
s e i i h o e e

- @71et3 iete] 290l it i oy '
flolM =5te] 018 xjold - Néthai hoa voi S mau she clia chiéc khan
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Neét lil‘.‘p ClL

- 389 1%
- Mglo| O

1 vian hoa am thire va khoa hoc duge ket hop hai hoa

(HE - 238, 08 - YKLt A OR
(AE- {7102, 018 - AR, 87| ‘

- Yo FUE, 24 S +8 F0I =T H4o| g§A

A= osE

- Bat ding trong cung dinh: Mua déng - Bat bac,

Misa hé - Bat gém siitrdng
- Bét clia thuang dan: Mia dong - Bat bing déng thau,

Miia hé - Bat gém, dit nung hodc bd dé &n bing g

- Khan trdi ban, khan day kén bat com, tii dung thia dia :

Tac phim nghé thudt chiia dyng niém dam mé may vé théu thua

(
~4

t

28 "Mt dep Vie bow Am thic Han Quéc”
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Tia dumg thia da Khin tria baa &n
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VAN HOA AM THUC HAN QUOC
DUGI GOC NHIN CUANGUGI VIET
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- Salo| HiR]: A2 o2 BHEIZ} B WERISIOf
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2.1. SU TUONG DONG GIUA HAI NEN
AM THUC

Hai quéc gia c6 nhiéu diém gén gili nhau vé quan niém
séng, gia dinh, cdc phang tue tdp qudn.

- Céich &n: ditng ban thip, diing bat dila thia gitp ngudi Vit
dé tiép can.

- Cd cAu cac mon dn trong bita: mén chinh 14 luong thuc
(gaa, chao, mi) va thi &n kém phi hop; ngoai ra con o6
e mon an thém.
mmmb&mwmummwmm
tao ra bic tranh nhiéu mau sic, hinh khéi.

- An uéng bi énh hudng va chi phdi nhiéu bt thai tiét
néng/lanh.

- Cac nguyén ligu va gia vi thuding diing: gao, rau cdi cic
Mmmmnmnmmntmaum
du vimg, bét tiéu, Gt tuoi, tuong dt, ot khd...

- Rufgu: ruou (Soju) va rugu VN ciing 1 loai nigu tring néu
tirgao cd do cbn tis 20 dén 45 dé. Cach udng rugu déu gén
véi sif giao huu
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30 "Net dep Vil hoa Am thyc Hin Quéc™

2.2. SUMOL LA. GAN GUI

Day cd thé xem la yéu t8 gdy to mo
va kich thich véi da phén ngui
Vigt,

- Dung cu an da dang vé hinh
dang, méu sic, va kich thudc
céc dia dyng thiic &n thuing nhé
xinh gay sy thich thi

= Ban an dugc bay bién vl rit nhidu bat
dia va nhiéu mén.

- Tao cho ban an sy phong phti nhidu sc méu, hinh khai.

- Km thyc Han Quéc sif dyng nhiéu phuang phap ché bién
nhu ndu, xdo, rén, quay, nudng, him, hip, va lén men thuc
phim rau qud va hai san. Bac biét la phuong phap lén men
w&i mén &n ndi tiéng 1 kimchi.

- Mén anndi tiéng, gay bt ngd 1 kimchi vi thuc chét kimchi
giéng v dua mudi & Vigt Nam. Tuy nhién, kimchi c6 rét
nhiéu loai vd cach lam cong phu, sif dung nhiéu logi
Irylnlh.ghﬂthndnmkhndingmrﬂﬂum

cay va gly thich thi cho nhiéu ngudi n.

- Mén an cé cich tim udp va cach an la thuyét phuc nguéi
Viét: Cac mén nudng nhu Bulgogi (thit bd nudng lial,
Kalbi (suém lgn, sudm bo nudng). Thit dugc tim udp vai
nude x8t, nhidu gia vi hing cay... Khi an, thit dugc cuén voi

rau séng.

- Mén an dé gan vi su méi la, binh dan, dé lam, d& an:
Kimbap.

- Mén la ma quen: Mi lanh voi sgi mi méng, dugc ding
trong bat 16n, c6 mii thom néng, vi ngot mat lim ngudi an
nhén thiy day nhu Ia ngudi anh em véi cée mén phébin
cila ngudi Viét.

- Cac mén an thuang duge cht thai cin thin thanh ting lat,
;mmmwmmmmwﬂm;km
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- HEYE #3840 Ya&sh € F si32 2 7%
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23 SUBIEN POI VA KHA NANG
AP DUNG
Véi nhiing diéu kién thugn Igi vé chinh trj kinh té xa héi cia

Viét Nam, Han Quéc dang tao ra lan séng kinh té van héa
tran vao Viégt Nam.

- Am thyc Han tai Viét Nam hién nay xudt hién & cac cia

hang, cic siéu thi ban thuc phim Han tai cac khu dan cu
nhiing nai 6 nhidu ngual Han sinh séng, cic nhi hang
chuyén kinh doanh cic mén &n Hin & cic phé Quén
Thanh, Lé Bai Hanh, Nguyén Du, Ngoc Khanh (Ha Ngil,
Binh Tién Hodng, Nam K Khai Nghia, Ngb Buic KE, Phi My
Hung (TP H6 Chi Minh).... véi nhiéu thuc don khac nhau.

- Qua s tiép xic vai m thuc Han Quéc, mét s6 mon an,

cach ché bién va hinh thic n udng clia Han Quéc da dugc
ap dung nhung co bién déi cho phis hap vai déc diém, diéu
kién ciia Viét Nam lam cho &m thyc Han Quéc duoc biét
dén rong rai hon. Cac nha hang nudng & Viét Nam trudc
déy rat it va da s6 dugc xéy dung bén ngoai & khu san,
wuin do yéu t8 khé khic phuc 1 khéi. Hién nay cac nha
hang nay da nhiéu han, va dugc 8 chic trong nha nha
cich thm udp gia vi, cac thiét bi hat khéi mang phong cach
Hin Quéc. Trong thue don cling c6 cac mén nudng clia
Hin Quéc nhung gia vi st dung da dugc bién déi nhiéu tac
nén sy phong pha trong thuc don v hinh thic phuc vu
12 mdt vi dy tuang ty. Nhing loai kimchi qua cay dugc
Ngudi Viét Nam thay ddi cho vj bat cay néng. Va Kimchi
duge ding dé két hgp vdi nhiing mén &n Viét Nam mang
huang vi mai nhu sif dung Kimchi dé ché bién mén 15u tao
dé cay va tham hodc dudc &n kém cac mén thit nudng dé
can bing han va kich thich tiéu héa.

e wan S4B 3]

2}7dz|

Rwou gao Makgeolli

B8 AEsIX g1 ol F2 &8 MM sled
1 9to] @942t go| gt #ot

Khing sif dung nudc ma thay vao dé la rugu logi ngon
nén c6 vi ngot gidng nhu vi mat ong

32 "N dep Viin b Ao thuic Hin Quin™
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&4 1kg, 2 150g, B0 4! & 750cc,
FE UF(£H) 750cc

1. 4@ WRO| Mof §0 SAIZHE2UCH UK 1A HE
718 2 20| 28 BYj0f 40¥ S B CIE teio]
MM A,

2. Mel DY £B, F2 &, B8 W31 HP2{ WM
yol2iof G2 25°C WolM 10 wR AT

3 WAz B 2 8548 WOl 3R JE St
Jted W §0| D0|Y MFAD, U2 g F2 B8
HO7I0| DEHO) H2f YHR2 opich

E

Gao nép Tka, men rugu 150g, nude dun sbi dé ngudi 750cc,
rugu ngon 7 50cc

1

HLAM

. Rira sach gao nép, ngam trong nudc trong 5 tiéng, dé rao

nUaC trong vong 1 tiéng. Sau khi dé lén trong khoing 40
phut thi tai déu lén gia.

2. D6 nude, nigu Ngon, men rugu vao gao da ngudi trén gid

3.

réi trdn déu. Sau dé ngdm trong binh, vai trong 10 ngay &
nhiét d 25°CC cho lén men.

Sau khi rugu da lén men thi ding mét dyng cu loc dat
vao gilta binh hodc vai ngam trong 1 ngdy dé rugu tinh
khiét lng lai trong dung cu loc do. Sau dé tach phiin rugu
tinh khiét dé ra. Phan rugu con lai sé dugc loc qua mot
mang loc va goi la Makgeolli.

“oh@chg B2 gapm 13

Z1lx
ZAX|H
Banh Kimchi ran (Kimchijeon)

Axiel YT Hol LIRS P2 BSsiof x|
ZAjo[c. 23] HE 780l XIFICLD 8104 XiFojainE
80, S2ICiD si0d A1 -A7e} Bick, x|
724 2% Yxi7t 2ofM Alojx|et SIS sfol
pizio|L 4 o2 o] etgo] 2fgioni, 618 Aol
&7 ot B4loict,

La mén &n lam tir Kimchi, hanh tay théi nhé rdi trén cing
vai bdt my va ran. "Jeon” la nhiing mén ran ding déu an,
nhiing mén nay con o tén goi la “Buchigae” hodc

“. Mon banh Kimchi rén thusng duge ding
nhu mit thic an khi Kimchi da tré nén chua khi dugc
mudi trong sudt mia déng. Day cling la mét mon an duge
ding vio ngay mua mia hé.

e 9 23 NGUYEN LIEU VA LIEU LUONG
- H§EZR] 1509 - Kimchi cai thio: 1509
- ¥m30g - Hanh tay: 30g
- H3&T7.5g(1/27), 52#109[!!271) - Otxanh: 7.5g(1/2 qué), ot dé: 10g(1/2 qud)
- B UHRS6g (BBE - Nguyén lidu nhio banh: bit my 56g (8 thia lan), \
Eﬂilwo(m!i) § 60g(428) nude Kimchi 30g(2 thia lon),
- 48§ 26g(288) nudc 60g(4 thia lon)

- &8 W 18g(188), 4E 159(128).
& 15g(128)

- Déu an: 26g(2 thia ldn)
- Giavi: Xi déu 18g(1 thia ln),

dam: 15gfial thia lon), nudc 15g(1 thia lén )

34 “Net dep Vin hoa Am thuc Hia Gote”
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1. EE H70 4ERE F2I, UAE HY

1, AR E &F WO IO & Tom BEE
2. YuH= CHEO| 40{ FO| S5em & 0.3cm

. WRY YAREA EE 9D DR 42
CHE, Px2) YIHE §3 PEeCH (AE3)

CHUAN BI NGUYEN LIEU

1. Gil sach nude bén trong Kimehi réi
thai vai chiéu dai Tem (hinh 1}

2, Rita sach hanh tiy réi thai méng véi
kich c& : chiéu dai S5em, d6 day 0,3cm
(18g)

3, Riia sach &t xanh, ot dé v thai vai vai
kich cé: chiéu dai 2em, dé diy 0 3em
(hinh 2)

4. Sau khi trén déu nude kimehi, nudc va
bt my thi cho tiép kimchi v hanh tay
vha (hinh 3)

5. Phadim hoa lin vai i diu

CACH LAM

1. Bat nong chao rdi dé déu an vao, ran

Scm £M 0.5cm HE2 S84 © g thanh timg miéng tron et dung kinh
HBLAE IW2E2 B2 OE FHMM khodng Scm, &b dity 0.5cm. Bt nhiing
21 B, HEOM 112 302 HE N lat ot xanh, dé lén trén. Sau khi dé banh
(42 4) noéng trén chio khodng 2 phut thi 1t
2. R7un oM oy mit kia. D& banh trong khoang 1 phat
30 gidy (hinh 4)

2. An ciing vdi dam héa lin nude xi diu.

Cé thié rin cling wai thit kon
Cé thié cho thém hii shn nhu: mac vio rin cing
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=M Hallyu Live!: The Future of Korean Wave
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+* Dave Yoon BHE: 20134 Kollaboration DC

* CoCo Avenue: 2013

* Jeff Benjamin (Billboard ZIEH2| A E)
* Min Kim (Dramafever 7§2xp
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+ Christian Oh (Kollaboration DC £¥Xh
* Dave Tauler & Natalie White (KE SX|AM 2 mxXx)
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* XMIcH 2|0 28 ¥ |AEeI20iEin SIeIshis|et §E:
Kollaboration, Meet Up(Annyong), NetKAL, M|ZAAO|HE|, O|FSEHAERl EAZZIALH ZH|CHSH (SAIS),
Ott|2|ZfChSh KSA, =X AEICHS KSA, ZX|EF2CHS! KSA, ZX|H|0[&CHE KSA, O ZeH=C St KSA &

HR ME27F HE (EE: ofiMlo] 2H)

rol

* Crystal S. Anderson: ElonCH m4 & K 8271 2%X}
* Paul Worsham: &AIE Z|CH St5 meetup group 22t
Introduction Video XX} (20£)

* HAEEEHE SIIAY, SIRAE SIS (MO|U, LIIRX|A), BiRE27t QEHR (F2|a% 2), 231 S8
A

* 1WHallyu7t AMAZ! 7 MAL F7ERE 0l A| JiS
2 : S Soll GE2T, DIMA, HEZA, SHAT|, 2NE1 7139 ARISEIE 322 M

CiYet 221! AS0iA FEEX2 oixf YEERY, 020, 84

LHol A BHRel fialt BHRAE} 7IeE8 A716I=0l SRFt 0"%% 8t ACLOIE M= HIXIZI2 BHF i"—*Oil A A=
0 22 Mg AUERE ot FHZA0 Uigt olijAasz UFE SAUCL AH0IF 27| olF0f tis HIXIRIE FRES

et A M A4AlCH= Miley Cyrus, Lady Gaga, Justin Bleber St ZYHXeE A= 2ol RFE HIOL A8

AT HHIUCE, AU ABIHYIEIE)SO0| MER BHF HESIE S0 D QUCHH, ChUst 2iE ARIES HZ5H

F= S Sttn FAIUCL E SHel HSHIEZ, AHOIEVILE2 £AM &M Stte U, oiF S

D20 FHEE| 202t ML O= HeE O EFECZE SIRE SHY ZA0|H AHOIEHS EM sitel
230|H Yoz of YWHME 4~ Q17|12 7|tiSict 8i%ict, (httpi/youtu.be/_DUS5SF1dSjM)

AE 50| Ao Ze|AEZ &5 0|0 0|2
o

Min Kim

DramaFever= 7 M|IA2 Xj2fo| e st=2c2tot Y ols _EJ%“’ Mb|ASHs 22101 AIEC) O= §H=E0iM EHOM
A7t tsiollM S22 SiAli DramaFever 23X2 &st UCLOIE RIZE Zei2 &dl, 0I=50IM SR8 &6
2ol Zistell Oldl= ZFEL 2HIY, TV 822 §i53t 22 AlZHl|l AI-0| 7ks38Ict, DramaFever SHRTO| £2 8'.3_*
Folut ECh 90ddi= mmEPt HE f=celobE Ol 0|=Q180| & nZo|c M| 1Ziel 3 /40|44 HOtn
APACLO|M| K-=2jo0t= sHtel FEJH ERUCE Qe Yroz K-22l0e] Dikls Hotn SHICL =5t o=
SlRCaop) &2|9C CRI0kE Clost A22 AAGIZ J|ChEci 2R (http:/youtu.be/Id8Peyadqgeo)
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Christian Oh

Mol a2E0| ols S8 HAIR! Kollaboration DC2| 2FXAICE 1 2Jof: HIEH=CHSH SOMA0} £HE 7IEX|AHLY,
SI=3Ex, OfAlot FEtM| & &Lst 2SS ofn QUCL 0l F=2|AZ% 29 HAZ 7t

St=R2tn st =2tof g3 82 M s okX|Pt O s tifEsS 4 G : !
HHREE 20103 12|10 251 WY sl Alcidoz X2da MYg siFqit ¢e= o
OlEUITt REE H0|AE S SNS HE0i| Mat0| £Ct 3iCt (http://youtu.be/dTINukckkjg)

&l

Dave Tauler

3070 O|4<9] 7|2t S04, AHQI0{0f &S3lct 2003ERE HE2|Hz &t AUrh 20| YA Dave YoonTt
end Z%g 7 sz }Ch d= 0j=QE2 |KFREL HolASS SsiM Ao[EE T, J= %64 T=¢l
WSoIN RI7I7IR'E HakAl =20 a2 HOTE LA =IACL a7t 2= Ao[ES Xt HRL, Oldliz AHAIT7t
David Letterman ES40f LI =UCIH, 70| & BiF2 Q7= YR2: X&X0|0 O 0| IEcH 8 A2
20t HH3iC, (httpy/youtu.be/ikp-_CKyWBw)

Natalie White

SEd ‘pumashock’ 0[0|CIZ2 &=5l Q= 0]2A 714=0|xXt Z2FMO|CH ALHA|HE FHHHASIH =2 SBS, MBC
S0l £¢sid}t /e SEU0A & YK Uk ZAH0M 2QI0] SH=EQlSoA| Y2l siEn & etEot 139
¥l 3R FE0[2tn MHHCH Y= BIRE= QUEU J|s YYD OUS ASSE B B O 7HE A2 o3
(http://youtu.be/EYs03xxU_0c) Dave Tauler2} Natalie White= &174| 2= MEFICE (http://youtu.be/GUxthtylUzA)

LIQIRX|A

9Muses= 991 04y HO|E 2E0|Ct AEIH=0| ASA0|H 2010501 CIFIRCE Ol AHM AAEZ LIRIRXIA &
OI570H2! (Erin)} O] (Lee Sam)O| SHMAHEIS Sal AAE MSS T} SO E CISIE LIS Z0IEH0| M HARSE
Q1712 221 QU= 0IR2, HOIES thEXQl SU0|Ct 7L ¢A 2t & 4 den] R o2 SE9Ict £t
e Agof UCtn MHIMCE Ox|et £MZ ‘Gun'0|2ks 30 URE 'SRE gkl 20Xt 2 YUl OE
HHHE 7| = it (http://youtu.be/ilk4ztABuos)

Dave YoontiE KE ZH

-

Dave Yoon, William Kim, Michael BaekE& ZEX|YAEICHSH SHHO|XT KB SX|4M, Dave Yoons "@{Chst Et'0f Z7}el

2480| 9lon, 23f Kollaboration DCOIM &S AX[SIQUCE 2Oy ZHO2 ZHAEI 0] L2l Here | Am S8
2lgirt, (http://youtu.be/Hrl60ZS1UNO)

CoCo Avenue

ANEZSIHA FEF SSH 32T &S 28 W46 A Qs Holdh Alo[E A 501k 591 0
OE0= NiYESH euy] ZHS MARICE (http:/youtu.be/mVnaXQTrUPs)
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* Billboard (11.6): Nine Muses to Hold Live Video Q&A at Global Hallyu Forum 2013 in Washington D.C.
http://www.billboard.com /articles/columns/k-town/5778278/nine-muses-to-hold-live-video-ga-at-global-hallyu
-forum-2013-in

* WashingtonPost: Global Hallyu Forum 2013: Hallyu Live
http: //www.washingtonpost.com/gog/misc-events/global-hallyu-forum-2013-hallyu-live,1267677.html

- 0| FEUUR (11.7): 22 &=, &AL 0|2 AT http//www.koreadaily.com/news/read.asp?art_id=2105691

s O|ERMUE (11.7):"20138 229 St E 2" H2ICH http://chosunilbousa.com/ninfo.cfm?id=27551

.

Eventbrite: The Global Hallyu Forum 2013: Hallyu Live! The Future of the Korean Wave
http://www.eventbrite.com/e/the-global-hallyu-forum-2013-hallyu-live-the-future-of-the-korean-wave-tickets
-91300552417aff=es2&rank=108&sid=e31c15d7468711e398fa12313b01392c

* 247 Asian Media: Nine Muses Added To Special Guest Lineup At Global Hallyu Forum
http://24-7kpop.com/2013/11/07/nine-muses-added-special-guest-lineup-global-hallyu-forum/

* DC LinkTank: Global Hallyu Forum 2013: Hallyu Live!
http://events.linktank.com/event/global_hallyu_forum_2013_hallyu_live

* Meet Up (Annyong): Global Hallyu Forum 2013: Hallyu Live! http://www.meetup.com/koreans/events/144621802/

A B A
- HBMRA (11.9): EYUNE SIRHY Hat- 22 BIREY B
http://www.yonhapnews.co.kr/international/2013/11/09/0608000000AKR20131109002100071.HTML

MIAIZE (11.13): EYAEIN StRuI2 Hat--F2Y sieng Jaf
http://www.segye.com/content/html/2013/11/13/20131113006906.html

+ HEMRA (11.9) ZEUAE HIX0I "H0[H2 K| stLie] 251"
http://www.yonhapnews.co.kr/entertainment/2013/11/09/1104000000AKR20131109038400071.HTML

- BHRYUN (11.9): ZYUAE WXL HOIE 0lx] SiLtel 23t
http://news.hankooki.com/lpage/entv/201311/h20131109153146133460.htm

- O|FEst=2eHE (11.9): YAE A stEHf2 M3} http://www.koreatimes.com/article/823083
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Global Hallyu Forum 2013

The Future of the Korean Wave
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Dave Tauler & Natalie White (Pumashock)

S Tauher M G W g, Lonluwtes & i

Plus a live chat with K-Pop stars 9MUSES
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Global Hallyu Forum 2013:
Hallyu Live! The Future of the Korean Wave

November 8,2013 6:30 pm
Jack Morton Auditorium, The George Washington University

UNIVERSITY

HE GTORGT =,
" . &l vrinoion K@}FICE
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OPENING PERFORMANCES

Dave Yoon, Kollaboration DC 2013 Winner

CoCo Avenue, K-Pop Cover Group

RESENTERS

“K-Pop's Global Fanbase: Divided or United?”
Jeff Benjamin, K-Pop Columnist, Billboard

“Korea On-Demand”
Min Kim, Business Development Director, DramaFever

“TheDigitalAgeofHallyu: Korean Wave's Transition to the Web”
Christian Oh, Executive Director and Co-Founder, Kollaboration DC

Dave Tauler, Music Group & Natalie White (Pumashock), Singer, Songwriter, Producer

SPECIAL GUEST CONVERSATION

9MUSES

SPECIAL COMMENTARY ARTICLES

“Where The Wave Washes Tomorrow: Thoughts on the End of the Beginning of Hallyu”
Paul Worsham, Founder, Fun Korean Waves Meetup Group

“NowThatWe'veFoundLove,WhatareWeGoingToDoWithit?:
Future Directions for Hallyu Korean Popular Culture”
Crystal S. Anderson, PhD, Elon University
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* What Global Hallyu Forum 2013: Hallyu Live!
* When Friday, November 8 @ 6:30-8:30 pm
* Where Jack Morton Auditorium, The George Washington University 80521stSt.NW,WashingtonDC20006
* Who Guest presenters and performers, K-Pop stars 9MUSES
* Hosts Korean Cultural Center Washington D.C.
Korea Foundation for International Culture Exchange
The George Washington University
* Sponsor  Ministry of Culture, Sports, and Tourism
* How Free RSVP via www.KoreaCultureDC.org

(WASHINGTON): The Global Hallyu Forum 2013 returns to the campus of the George Washington University on November 8 with a full
lineup of entertaining, insightful, TED-style guest presentations on Hallyu, the Korean Wave of pop culture, hosted by Korean Cultural
Center Washington D.C. As a special guest, K-Pop superstar group 9MUSES will take part in a live video chat with the audience at the

forum.

Now in its second year, the 2013 Forum looks at the future of Hallyu, the online community, and digital media. In-person guest speakers
include Jeff Benjamin, K-Pop Columnist for Billboard; Min Kim, Business Development Director for DramaFever.com; Christian Oh, Execu-
tive Director and Co-Founder of Kollaboration DC; and local K-Pop celebrities Dave Tauler of the Dave Tauler Music Group and Natalie
White, aka Pumashock, K-Pop singer and YouTube sensation. Plus, special performances by K-Pop cover group CoCo Avenue and Dave
Yoon, winner of Kollaboration DC 2013.

In the format of the popular TED talks, presenters will offer dynamic, condensed talks on different aspects of the Korean Wave, including
the growth of Korean pop music, cinema, and episodic dramas, as well as the role of digital media, industry collaborations, and the online
fan community. Presentations will incorporate multimedia and a few live performances.

Guests can RSVP for free at www.KoreaCultureDC.org and join the conversation via the KCC Facebook group, shaping the discussion as
additional details are announced.
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The Global Hallyu Forum 2013 is presented in conjunction with the 215tHahnMoo-SookColloquiumintheKoreanHumanities, taking place

at GWU on November 9 under the title Korea and Cultural Diplomacy: Politics and Meaning in Arts, Industry, and Civil Society. Details
online,

About the Presenters

Jeff Benjamin manages and writes Billboard's K-pop column, K-Town. A Fuse.tv writer, this New York University alumnus has also contrib-
uted to Rolling Stone, BuzzFeed, Radio.com, Popdust, AllIKPop, and other publications.

His opinions have been called upon by the New York Times, NPR, Entertainment Weekly, Naver News and more. He also wrote the script
of the premiere episode of Mnet America's "Headliner" series. Highlights of his career include helping break news about PSY signing his
U.S. record deal, reporting as the only writer allowed backstage at 2NE1’s first U.S. concert, securing the only interview HyunA allowed
regarding an American debut as well as exclusives with TVXQ!, BIGBANG, Girls' Generation, Wonder Girls, Lee Seung Gi, After School and

many more.

Min Kim leads business development at DramaFever, the premiere online video platform for subtitled and curated selection of interna-
tional TV shows. He previously co-founded two consumer startups and led user growth and business development at Reclip.lt, a person-
alized deals dashboard that was acquired by Walmart Labs in Spring of '13. He is also the founder and organizer of Anytech Meetup, a 250
member group in New York that empowers Asian American entrepreneurs. Born in Korea and raised in Los Angeles, Min studied Econom-

ics and Political Science at the University of Chicago and began his career in marketing and advertising at Draftfcb.

Christian Oh is executive director and co-founder of Kollaboration DC, the first tri-state area Asian American Talent competition and
showcase. He is a major contributor to the Asian American community, whether it be teaching Asian American Studies at University of
Maryland, helping to organize and emcee the KORUS Festival, or being a long-time champion of the DC Asian Pacific American Film
Festival. He has background and education in the worlds of filmmaking, entertainment, music and has spoken about APIA and Korean
American issues. As an avid follower of the Hallyu movement, he is a strong believer that Korea's greatest exports are the products
coming from the entertainment industry in Korea. But his greatest hope is that there will be a connected rise in Asian American grown
entertainment and music to catch fire from within the United States.

Dave Tauler plays more than 30 instruments, speaks Korean, Spanish and English, and is a winner of both the John Lennon Songwriting
Contest and Amateur Night at the World Famous Apollo Theater. Having learned how to speak Korean at the age of 17 through serving
in a Korean church, Dave entered into Kpop in 2003 when he was recruited to be the band leader and backing vocalist for Kim Bum Soo
when Kim gave his premier concert in Washington, DC. Last year, the Dave Tauler Music Group became the first American band to profes-
sionally cover Kpop on YouTube, earning Dave a feature on Star King, Korea's number one Saturday evening television show.

Natalie White, also known as Pumashock, is an American singer/songwriter and producer who has earned a large fan base with her
popular K-Pop covers and remixes shared on her YouTube channel, which has more than 7.6 million views & 20,000 subscribers. Natalie
was a featured performer on SBS Korea's Star King in 2009 to perform her remix of SNSD's "Gee", which went viral with more than 2.7
million views. She later appeared on MBC Korea's Birth of a Great Star International Competition in 2011, being selected to perform from
a special contest round on YouTube. Natalie is a classically trained pianist since the age of 3 and a graduate of Northwestern University in
Evanston, IL.

Nine Muses, also known as 9MUSES, is a nine member all-female pop group that debuted in Korea in 2010. They are active in the K-Pop
scene in Korea under the Star Empire Entertainment music label.
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Now That We've Found Love, What are We Going To Do With It?:
Future Directions for Hallyu Korean Popular Culture

Anderson, PhD, Elon University

Hallyu is dead! This is a common cry from critics of Hallyu, the almost 20-year-old Korean cultural movement aimed at global audiences.
Headlines such as “Will Hallyu Last Long?” (The Korea Times) and “Japanese Press Predicts Hallyu Will End in Spring 2013" (MWave) echo
the sentiment that Hallyu has run its course. At the same time, Hallyu has experienced dramatic global expansion, especially in the
United States. K-pop concerts on both coasts, increased access to K-drama by anyone with an Internet connection, and Korean films
showing at the local multiplex all show the unprecedented spread of Korean popular culture. But what does the future hold for Hallyu?

K-pop rides the crest of the Korean Wave. Mainstream media measures its success using numbers: number of tickets sold, number of
singles downloaded, number of appearances on American television shows. So when Psy burst onto the global scene in 2012, his success

was easily guantified in the United States. But long before that, K-pop was making inroads among savvy American Internet users.
Enticing people to “broadcast yourself,” YouTube promoted K-pop videos and allowed K-pop fans to broadcast what was important to
them: fan videos, tribute videos, reaction videos and general commentary. Taking a cue from their Korean counterparts, American fans
created websites and Twitter accounts for individual K-pop fandoms.

However, the continued spread of K-pop in the United States faces challenges. Some insist that K-pop should reflect American cultural
values as a condition for popularity. Some fans find groups like BigBang and 2NE1 appealing because of how they reflect an edginess
they associate with American culture in the form of swag and sexiness. However, a large number of fans like K-pop precisely because it
lacks references to sex and violence commonly found in American pop music. Will K-pop have to change in order to gain more fans, or
should it stick with the very methods that made it popular as a subculture in the United States?

Korean film has also gained critical attention during the Hallyu movement. In reference to the win of Kim Ki-duk’s Pieta at the Cannes Film
Festival in 2012, The Chosun llbo credited his Korean perspective: “But abroad he has a solid reputation, especially in Europe, where critics
habitually rave about his genre-busting work. There is more freedom of expression there and his radical themes are seen as refreshing.
[Film critic] Oh [Dong-jin] said the Asian mentality that pervades the films also helps.”

Atthe same time, Korean films face challenges in riding the Korean Wave. Encounters with entrenched cultural norms in the United States
have the potential to slow down the continued spread of Korean film. For example, when The Weinstein Company acquired the rights to
Bong Joon-ho's Snowpiercer, Harvey Weinstein ordered 20 minutes cut from the film. Pierce Conran at Twitch speculates, “The notorious
Hollywood executive believes the American mid-west is too stupid for Snowpiercer!” He suggests that cuts to character development
bolsters the action sequences and represents an attempt to cater to American film tastes. The Weinstein Company, which has a reputa-
tion for acquiring Asian films and altering them for American consumption, embodies the challenges that Korean films face as they travel
globally. Will such foreign entertainment conglomerates shape the future direction of Korean film, or will Korean film be able to continue
to forge a unique vision in the global film world?

Like Korean films, K-dramas have experienced exponential growth in global markets. Hulu, a U.S.-based website that offers on-demand
streaming of television and movies, dramatically increased access to K-dramas by making them available from online suppliers like
DramaFever as well as Korean companies like MBC, KBS and SBS. However, such success has also spawned other developments that
make fans pause. The recent announcement of an American remake of Boys over Flowers (the second remake of the Japanese drama
based on the manga Hana Yori Dango) has raised eyebrows of fans. The revelation of the cast reminded many American fans of
Hollywood’s tendency to whitewash entertainment that originates in Asia. Will K-drama be able to continue to feature stories set in a
Korean context, or will continued popularity outside of Korea result in drastic changes to the genre?

The future of Hallyu depends in large part to where it's already been. Corporate, cultural and social factors all play a role in the future of
Hallyu.
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Conran, Pierce. “Weinstein Thinks You Are Too Dumb for Snowpiercer! Twitch. 5 Aug 2013. Web. 27 Oct 2013.
"Outsider Kim Ki-duk's ‘Pieta’Wins Top Prize in Venice." The Chosun llbo. 10 Sept 2012. Web. 27 Oct 2013.
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Where The Wave Washes Tomorrow
Thoughts on the end of the beginning of Hallyu

Paul Worsham

What does it mean to spread and grow an idea, a trend, a culture, around the world? It means image. It means influence.

It means millions of small decisions - decisions from people who believe their association with your ideas makes their lives better. They
are attracted to the result they believe will happen. Italian opera fans are attracted to aspects such as the enjoyment of live performance,
talented stars, and a cultural lineage going back centuries.

What do you get if you are successful spreading your culture? You get the ability to continue. The spreading ability of your essence, your
energy, continues to be stronger, far reaching, and flows with more permanence.

And you get more influence. You can change other cultures.

Once a part of a culture touches another, both change. At the point where two items meet, there is an intersection. That intersection
belongs to both items, and perhaps to neither.

Mix or layer the color blue with the color red, and you get purple. Perhaps that can last a long time, but mix oil and vinegar, and you get
salad dressing only as long as you continue the energy to keep them blended. And cultures, like most intersections, are dynamic.

An example of an extremely dynamic culture and country today is SouthKorea. The language, the arts, the economy, and more have
changed and grown in the last few decades like few others.

First, something for newcomers. As the country of South Korea grew in economic strength after the Korean War, it blended aspects of
world arts & entertainment into its own culture. Traditional Korean music influenced musicians who tackled genres such as rock, pop,
and classical. Korean movies and dramas took on formats developed internationally, and gave them a Korean interpretation as to style
and production.

Other aspects of art, such as painting and sculpture, also had, and have, artists who fuse international ideas with their Korean lineage.

Much of this happened without notice by most of the world. But in the 1990s, technology such as the internet helped people in all
countries explore other cultures in more and more detail. And, we could share quickly with others. South Korean culture became one of
the winners in the battle for attention. But, maybe this battle was really just millions and millions of individual interactions. And the war
could be won in the beginning by everyone.

In the 1990 sand for some years after that, the internet was growing, available media from satellite and cable TV channels was growing,
and all cultures were perhaps getting more exposure. Any topic online could have more content and more interested consumers of that
content, year over year. But some grew more than others.
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By luck or not, the growing interest in South Korean culture not only got a unique name, Hallyu, but the name became a sort of cultural

battle cry. Hallyu also became the name of a meta-industry: a collection of industries referred to recently as soft power.

By now, most participants at this event have heard the word Hallyu a few times. But if you are in North America or Europe, you are in the
minority. In fact, few people know the word Hallyu, which refers to the Korean Wave of popular culture. Even if a person generally know
about kimchi, Gangnam stylin’ Psy, or have friends who watch Korean dramas, “Hallyu” still seems to be an insider’s term for fans and
others following the trend.

Searching the global trending of the term “Hallyu” over the last 10 years, you will find it is mostly referenced in Asia. Internationally,
including in the “western world," seemingly obscure terms like “glycene” and “graphene” are more well known. And most people still have
not heard of those either. Glycene is an amino acid which helps the body’s well-being, and graphene is one of the hottest new materials.
South Korea happens to be on top of the graphene tech phenomena, creating transparent loudspeakers and physically flexible touch

screens.

And yes, South Korea is perhaps better known for its manufacturing - the heavy industries — than its soft power industries. Companies
like Samsung, Hyundai, Kia, LG, and others are multi-billion dollar international brands. Translating culture is perhaps harder than
translating tech. But soft power aspects such as fashion are also gaining prominence internationally. If you didn't know it, people in
much of Asia, including China, see South Korea as a fashion leader.

So what about all of the predictions of the Korean wave crashing in one year, or four years, or whenever? Some old predictions about the
end of Hallyu have already been proved wrong.

The first of two major questions is: What would have to change among people for them to no longer like K-dramas, K-pop, or some other
artistic export from South Korea?

Predictions curiously come from people who want the prediction to come true (of course, their reputation is based on the ability to tell
the future better than others). Most of us dream of a future we want to live in. Most people start off each year with the dream it will be
their best year yet, conveniently forgetting that this is the way the last year started as well.

Predicting the end of anything may get headlines, but cultural themes do not simply end - rather, they may stop being what they once
were.

The second major question is: What will Hallyu mean in the future, if it cannot continue to be merely what it is now?

Hallyu may have its origin in the 1990s. It was a baby phenomenon. As it grew, stumbles were made. The Korean Wave is only a concept,
but that concept is an industry - a meta-industry - with many leaders. It may never grow up, but it is no longer a child. So, as the begin-
ning stage of Hallyu ends, it creates a space for something new and different to emerge.

If this is the end of the early stages of Hallyu, then the “golden days” are past. The golden days of Hollywood ended, and the industry
continued and grew. It was still magical, in a bigger, stronger, institutional magic way.

So, as to the second major question, what will Hallyu mean in the future?

The answer to that question is written in the less-than-predictable future. The future of Hallyu, the Korean Wave.
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Dramas Coreanos

Una Ola de Entretenimiento

Jose A. Soto

Hay que dejar una cosa en claro...

No son Soap Operas
No son sélo para pasar el

rato

Tienen foco

Son programas de Horario

Estelar “Prime Time”

Jose A. Sota

2013 22 st2n Angny | 249 | 0 270 KA L L 2y




Hay que dejar una cosa en claro...

No son Telenovelas
Son de duracion limitada

(17 capitulos en promedio)

Sin embargo se derivan también

del Melodrama

Estamos hablando de Dramas Coreanos

i 1
2012498 128 o8
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Jose A. Soto
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LA JOYA DEL PALACIO

MBC 2003

54 Episodios

* Alcanzd el 57% de rating en
Corea del Sur

« Se distribuyd a mas de 60
paises en el Mundo.

« Uno de los grandes casos de
éxito del Hallyu.

Jose A. Soto

e

Nueva Ola Coreana (Nouvelle
Vague Coreana)

No es un fendmeno de
festivales, ni de cine-clubs, es
un fendmeno Mainstream

Jose A, Soto
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DRAMAS COREANOS

Temdtica y Valores

« Influencias del confucianismo, mds que como religion,

como cultura.

Respetar a los Mayores.

La Familia como el Pilar de la Sociedad.
La Ley de la Sangre es mds importante.

Los hermanos son importantisimos.

Lo que diga el padre o el hermano mayor “no se

discute”.

DRAMAS COREANOS

Jose A. Soto

2013228 T

Matrimonio
Es una responsabilidad.

No se deberia casar sin que lo/la
acepte la familia.

No esta bien visto casarse después
de los 30.

Jose A. Soto
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DRAMAS COREANOS

Un drama tiene que ser fun
(divertido — chistoso)
Puede que no haya sexo, pero si hay
besos.
Adulterio, Prostitucion y Gays, son de
la vida diaria y por eso, tienen lugar

en los Dramas Coreanos.

Jose A. Soto

Actores jGvenes y guapos.

Es un programa dirigido
principalmente a la mujer.

El drama coreano es muy real

Procuran que los actores no
sobreactuen.

Jose A, Soto
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COFFEE PRINGCE

MBC 2007

- |7 Episodios

' 1'1'.._ :
« Alcanzd 24.2% de

ratings en Corea del
Sur

HPTNEE

DRAMAS COREANOS

No sdélo exportan los productos
terminados, sino formatos.

Con el formato se pude adaptar la
historia y los personajes a las
necesidades locales.

Se pueden hacer compatibles los
valores del pais importador, y utilizar
estrellas reconocidas en la localidad.
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Alcanza mercados que no le
interesan tanto a EU y Japén como:
Tailandia, Indonesia, Filipinas, Malasia
e incluso Vietnam.

Pero incluso a llegado a incursionar
en Japon...

Y en el mercado de inmigrantes
Coreanos en los Estados Unidos.

Jose A. Soto

BOYS OVER FLOWERS

25 Episodios

Manga Japonés de 1990 (shojo
manga)

Taiwdn — 2001

Japén — 2005

Corea - 2008 (esta es la mds exitosa
en la regién de Asia) primetime KBS

Alcanzd 28.5% de ratings en Corea
del Sur
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Dramas Coreanos

Una Ola de Entretenimiento

Jose A. Soto
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* Devie Rahmarati (O|C|H =7} University Indonesia)

* Aoura Lovenson Chandra (CEO Muvial.com)

(QMIA: L= Feted Yrin FHHE AT M2t/ AIRES)
EEX
* Rudy Sanyoto (Indonesian Motion Pictures Producers Association)
« ZEHA! (FSIZ=, MIEIXL LE2IQ! tHH)
« 5tA4% (PD, Trans TV)
* Rusli Eddy (Ot#|El C|2llE, Jive Entertainment)
+ Dian Sunardi (017 C|2E4, Blitzmegaplex)
+ Bambang Supriadi (Z2fTVata} SfalEl, Jakarta Art Institute)
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Devie Rahmawati (Socialist, Indonesia University)
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Rusli Eddy (JIVE ENTERTAINMENT)
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The 2013 Forum on
Indonesia - Karea
Mutual Coupetation in Film industry
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Schedule

- Day/Date  Wednesday /December 11,2013

* Time 10.00-15.00 hrs.
- Venue Borobudur Hotel Timor Hal, Jakarta
Program
09.00-10.00 Registration
09.40-10.00 Showcase Concert
10.00-10.30 Opening Remarks by H.E Kim Young-sun

Ambassador of The Republic of Korea for Indonesia

Keynote Speech by Ms. Cokorda Istri Dewi
Minister of Tourism and Creative Economy of Rl

Welcoming Remarks by Mr. Kim Eui Suk
Chairman of Korean Film Council

10.30-12.00 15t Session The film industry and Government Policy of Rl and RK

Presentation * Nurwan Hadiyono (Ministry of Tourism and Creative Economy RI)

* Kim Bo Yoen (Director of Film Policy Research Dept., Korea Film Council)

Panel * Devie Rahmawati (Indinesia University)

* Aoura Lovenson Chandra (Muvil.com)

12.00- Lunch Break (VIP lunch will be prepared at the hotel restaurant hosted by ambassador.)

12.40- Showcase Concert

13.00-15.00 2nd Session  Exploring Preferable Way Indonesia - Korea Collaboration

Open Discussion * Mr. Rudy Sanyoto (PPFI)
* Mr. Kim Tai Sik (Director & Producer)
* Mr. Rusli Eddy (Jive Entertainment)
* Ms. Dian Sunardi (Blitzmegaplex)
* Mr. Bambang Supriadi (Jakarta Art Institute)

* Mr. Han Kyung Jin (Trans TV)
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SEMINAR KERJASAMA INDUSTRI PERFILMAN
KOREA - INDONESIA

Tindak lanjut MOU kerjasama industri kreatif Korea-Indonesia

Pada 11 Desember 2013 nanti akan diselenggarakan ‘Seminar Kerjasama Industri Perfilman Korea-Indonesia’ di Hotel Borobudur. Setelah
dilakukan penandatangan MOU industri kreatif pada kunjungan Presiden Park Geun Hye bulan Oktober lalu yang bertujuan untuk




membangkitkan kerjasama yang berpusat pada contentsdanbudayakeduaNegara, sebagailangkahawaldarikesepakatantersebut,

denganberpusatpadabidangperfilmanyangmanakeduaNegarasalingtertarikuntukmenjalinkerjasama, terlaksanalahseminarindustrifilm

Korea-Indonesiaini.

Garis besar isi acara ini adalah presentasi dan sharingarahkebijakandankondisiindustrifilmKoreadanlndonesiasertamenggam barkanim-
plikasifaktorsuksesmelaluicontohkasussepertiproduksifilm, festivalfilm,danlainnya. Seminar kali ini akan dihadiri oleh Korean Film
Council (KOFIC) bersama Sutradara Kim Tae Sik yang memproduksi film kerjasama Malaysia dan Filipina serta Departemen Perfilman
Kementerian Pariwisata dan Ekonomi Kreatif R, Jive Entertainment dan Blitzmegaplex sebagai pelaku industri perfilman, Institut
Kesenian Jakarta, Universitas Indonesia, insan perfilman Indonesia dan para professional.

Kini, film Korea sebagai ‘gelombang’ baru budaya Korea setelah K-POP dan K-Drama, mendapatkan banyak perhatian di Indonesia.
Indonesia dengan memiliki 240 milyar permintaan pasar domestik yang memungkinkan terjadinya kerjasama produksi film dua Negara
dan memperluas ekspansi industri film Korea. Film Korea yang rilis di Indonesia seperti <The Thieves>, <Mr. Go>, <Snowpiercer>, <Spy>,
dan lain-lain sedang memacu ekspansi film Korea. Di Korea sendiri, telah membuka event special film Indonesia di Busan Film Festival
2004, film Indonesia juga dikenal melalui keikutsertaan 4-5 film Indonesia di acara film festival domestik Korea setiap tahunnya serta
terselenggaranya film festival Indonesia di Seoul pada bulan Oktober lalu untuk memperingati 40 tahun hubungan diplomatic Korea-
Indonesia. Film <Hello, Goodbye> yang pengambilan gambarnya dilakukan di Busan, juga dikenal sebagai contoh kerjasama Korea
dan Indonesia.

Seminar ini akan dibuka oleh Duta Besar Republik Korea untuk Indonesia, H.E. Kim Young Sun, pidato singkatdariH.E. MariElkaPangestu-
selakuMenteriPariwisatadanEkonomiKreatifRI, serta sambutan dari Mr. Kim Eui Suk, Direktur KOFIC. Pada sesi pertama, Kementerian
Pariwisata dan Ekonomi Kreatif Rl serta direktur departemen penelitian dan perkembangan film KOFIC, Mr. Kim Bo Yeon akan mempre-
sentasikan kebijakan dan kondisi industri film kedua Negara lalu dilanjutkan dengan diskusi panelis yang terdiri atas Devie Rahmawati
{Sosilog Ul) dan Aoura Lovenson Chandra (CEO Muvila).

Pada sesi kedua, ditekankan pada praktik kerjasama secara keseluruhan dengan mendiskusikan pertimbangkan hambatan yang ada,
membangun relasi antar pihak terkait kedua Negara, detail kerjasama dan sebagainya. Diskusi bebas mengenai hambatan, kerjasama
dan perkembangan akan dilakukan oleh Jive Entertainment dan Blitzmegaplex yang telah bekerjasama dengan CGV, Produser dan
Sutradara Kim Tae Sik yang telah berpengalaman menjalin kerjasama produksi film dengan China dan Negara Asia Tenggara lain, Institut
Kesenian Jakarta, dan lainnya.

Seminar dengan tema 'Film’yang memiliki andil besar dalam kerjasama Korea-Indonesia setelah K-POP dan K-Drama, diharapkan dapat

memperluas pertukaran budaya dan menjadi wadah bertukar pikiran untuk merencanakan perkembangan film Korea di Indonesia,
kerjasama produksi film Korea- Indonesia, serta memperkuat hubungan kerjasama secara umum.
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Mutual Cooperation
in Film Industry

Borobudur Hotel, Jakarta
Wednesday, December 11th 2013
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The 2013 Forum
Indonesia - Korea Mutual Cooperation in Film Industry

10.00 - 10.30 :
Opening Remarks by H.E Kim Young-sun
Keynote Speech by Ms. Cokorda Istri Dewi
Welcoming Remarks by Mr. Kim Eui Suk

10.30 - 12.00 : 1* Session The film industry and Government Policy of The RI and RK

[ Presentation
- Nurwan Hadiyono (Ministry of Tourism and Creative Economy RI)
- Kim Bo Yoen (Korea Film Council)

O Panel
- Devie Rahmawati (Indinesia University)
- Aoura Lovenson Chandra (Muvil.com)

12.00: Lunch Break
13.00 - 15.00: 2™ Session : Exploring Preferable Way Indonesia — Korea

[] Open Discussion

- Mr. Rudy Sanyoto (Anggota Persatuan Perusahaan Film Indonesia)
- Mr. Kim Tai Sik (Director & Producer)

- Mr. Bambang Supriadi (Jakarta Art Institute)

- Ms. Dian Sunardi (Blitzmegaplex, CJ CGV)

- Mr. Rusli Eddy (Jive Entertainment, CJ CGV)

- Mr. Han Kyung Jin (Trans TV)
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CONCERT

Arie Raditya

If | Leave
K-Drama <The Last Empress> OST

To you, i am, To me, you are
K-movie <The Classic> OST

OPENING REMARKS

Kim Young Sun

Ambassador of The Republic of Korea for Indonesia
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KEYNOTE SPEECH

Cokorda Istri Dewi

Special Staff to the Minister of Tourism and Creative
Economy for Planning and Program

WELCOMING REMARKS

Kim Eui Suk

Chairman of Korean Film Council
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FIRST SESSION

Film Industry and Government
Policy of the Republic of Indonesia

and the Republic of Korea

10.30 ~ 12.00

FIRST SESSION

Nurwan Hadiyono

Head of Sub-directorate Film Production
Ministry of Tourism and Creative Economy RI

Profile

1986 Acad of Industrial M.
2000 Uni ry of Ind! B!
2010 IPWIJA University, Magister Program
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wonder fulE
Ministry of Tourism
and Creative Economy

mdonoesia
PERKEMBANGAN
INDUSTRI PERFILMAN INDONESIA

JAKARTA, 11 DESEMBER 2013

INPRES NO. 6 TAHUN 2009
TENTANG PENGEMBANGAN EKONOMI KREATIF

. Kerajinan - Penerbitan dan Percetakan

- Layanan Komputer dan Piranti Lunak
- Fashion (mode)

Film, Video, dan Fotografi : kegiatan kreatif yang terkait dengan kreasi produksi Film,

Video, dan jasa Fotografi, serta distribusi rekaman video, film. Termasuk di dalamnya
penulisan skrip, dubbing film, sinematografi, sinetron, dan eksibisi film,

il
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PASAL 8 (2] UUNO.33 TRHUN 2009
TENTANG PERFILMAN

USAHA PERFILMAN MELIPUTL:

1. PEMBUATAN FILM;

2. JASA TEKNIK FILM;

. PENGEDARAN FILM;

. PERTUNJUKAN FILM;

. PENJUALAN FILM & PENYEWAAN FIL
M;

. PENGARSIPAN FILM;

7. EKSPOR FILM; &

(S I ~ S

N

PERKEMBANGAN USAHA PERFILMAN
2007-2013

1 |Pembuatan 784 | 1.072 | 1.237 | 1.433 | 1.632 | 1.661 | 1.661 122

2 |Jasa Teknik 17 17 19 19 22 22 22 3

3 |Pengedaran 38 49 58 65 67| 196 | 345 7

4 |Pertunjukan 10 22 24 25 25 25 25 14
Penjualan &

5 n.a n.a n.a n.a n.a n.a n.a n.a
Penyewaan

6 |Pengarsipan n.a n.a n.a n.a n.a n.a n.a n.a

7 |Ekspor 1 1 1 1 1 1 1 -

8 |Impor 50 56 57 59 69 77 77 7

*) Data s.d. 13 November 2013 -
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DATA PBIIIIIII(SI FILM TELEVISI (LEPAS & SERIAL YANG TERDAFTAR
PERIODE 2007-2013

2007 1.893 234 3.554
2008 1.038 441 6.969
2009 1.082 458 7.482
2010 738 265 6.697
2011 896 273 7.173
2012 1.098 477 8.677
2013 *) 1.706 349 9.026
TOTAL 8.451 2.497 49.578

*) Data s.d. 30 November 2013 -

DATA PRODUKSI FILM INDONESIA
PERIODE 1992-2013

100

ol A 78 77
40 iR =% 33 33

26 28
o 17 e 11 |||

»,@‘é’e*é?’é”&”ﬁﬁﬁ@-ﬁ’

*) Data s.d. 03 Desember 2013 -

il
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DATA PRODUKSI FILM IMPOR
PERIODE 1999 -2013

296

250 - 4

214

b 201 201 204 o

200 185 182

165 168

3 2 140 .

150 S

100
50

»ﬁﬁm@nﬁ«?@@“»ﬁé‘@@ﬁ@’é’@@

*) Data s.d. 03 Desember 2013 -

i

_ DATA PRODUKSI FILM OLEH TIM ASING DI INDONESIA
2 PERIODE - 2013

@0

*) Data s.d. 03 Desember 2013 -
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EHBANI]IHGAN PRODUKSI FILM NASIONAL TERDAFTAR t400/e 10 2pnia
Jan-Nov 2012 vs Jan-Nov 2013

150 -
100 -
50
b ¢
Jan Feb Mar Apr Mei Jun Jul Agu Sep Okt Nov
*“ln'l"i *‘\.ﬂ'l'l
_ FLUKTUASI
FimNasional | 164 | 154 | %

150

100 -

50 |

Jan Feb Mar Apr Mei Jun Jul Agu Sep Okt Nov

e T LR ] =N D

FLUKTUASI
'FilmNasional | 82 | 87 | 18%
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PERBANI]IHI}AN PRODUKS! FILM OLEH TIM ASING wanpre 1o anpies
Jan-Nov 2012 vs Jan-Nov 2013

150 -

100 -
50 1
0 -_8 1 19 1 |} I I 1 1 ] ] 1
Jan Feb Mar Apr Mei Jun Jul Agu Sep Okt Nov

- 7N Tl

FLUKTUASI
Tim Film Asing | 11 ho iagity 27%

PERBANI]INGAH PRODUKSI FILM NASIONAL vs FILM ASING
PERIODE 2007-2013

350 -
300 A
250 ] 259
200 -
150 ] 137 151

129

‘*--h-.---—*----.----

- -
505, eatillir 82 78 77 82 90

] 53

0 ] 1 I 1 1 |3 )

2007 2008 2009 2010 2011 2012 2013 %)

=#=Indonesia Films =-==Imported Films =#=Int'| Filmmakers
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PERKEMBANGAN BIOSKOP & LAYAR
PERIODE 2004 -2013

2004 2005 2006 2007 2008 2009 2010 2011 2012 2013

*)
m BIOSKOP u LAYAR

*) Data s.d. 04 Desember 2013 n

PERPRES NO. 36 TAHUN 2010

BIDANG USAHA YANG TERTUTUP DAN BIDANG USAHA YANG TERBUKA
DENGAN PERSYARATAN DI BIDANG PENANAMAN MODAL

BIDANG USAHA PERSYARATAN )
1 | Pembuatan Film MDN 100%
Jasa Teknik Film :
a. Studio pengambilan gambar film MA Max. 49%
b. Laboratorium pengolahan film MA Max. 49%
c. Sarana pengisian suara film MA Max. 49%
d. Sarana pencetakan dan/atau penggandaan film MA Max. 49%
e. Sarana pengambilan gambar film MDN 100%
f. Sarana penyuntingan film MDN 100%
g. Sarana pemberian teks film MDN 100%
3 | Studio Rekaman (Cassette, VCD, DVD, dll) MDN 100%
4 | Pembuatan Sarana Promosi Film (iklan, poster, still, p MDN 100%
hoto, slide, klise, banner, pamflet, baliho, folder, dil) :
5 | Distribusi Film (ekspor, impor, dan pengedaran) MDN 100%
Penayangan : Bioskop/ gedung teater Film MDN 100%

) MA = Modal Asing  MDN = Modal Dalam Negeri
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FIlM PRODUCTIONS BY INTERNATIONAL FILMMAKERS
' IN INDONESIA DURING 2011

20
18
16
14
12
10

o N b~ O
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FIlM PRODUCTIONS BY INTERNATIONAL FILMMAKERS
IN INDONESIA DURING 2013
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% GEDUNG

“ LAYAR

190 GEDUNG BIOSKOP (774 LAYAR)
TERLETAK DI 55 DARI 538 KOTA/KABUPATEN 2

” JUMLAH BIOSKOP TAHUN 2011

¥ Sumsel s et s
“ Lampung

Analisis:
! = 5 dari 10 besar
~ provinsi yang m
- erpusat di pule

Jakarta

35%

Banten
7%
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JUMLAH FILM BERBANDING LAYAR
PERIODE 2007 - 2013

TAHUN

FILM IMPOR

FILM NASIONAL

TOTAL FILM

LAYAR

RATA-RATA
PERTUNJUKAN/HARI |

Rumus Rata-rata Pertunjukan/Hari:
Total Layar / Total Film X (Jumlah Bulan / 12)

*) Data s.d. 03 Desember 2013 -

e 83 JUMLAH PENONTON & JUMLAH FILM NASIONA
Biveme XX1 L

o B

71
6.1
5 56 5.8
' 48 4.9
& a4 56 e \{ : ;
2o e s A7 - 4.7
35 . 38 36

8.0
6.0
4.0

20

UUNER: TSNS TSI S

0.0 - ; :
N Vv ™ © ® ) Qe

=0-2010 —e=2011 —e-2012

15 +

10 -
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Ciiema
XXI

Y the
e L rEnere

8.0

7.0

6.0

5.0
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30

20

1.0

Dalam JUTA

PERBANDINGAN JUMLAH PENONTON

FILM NASIONAL vs FILM IMPORT TAHUN 2012
21 - XXI dan Lain-lain (Non-Blitz)

w Total Penonton - Penonton Film Nasional =@=Penonton Film Impor

00
i Jan

Cinema "
( & remied Xxl

77 e =
Sremlere

7.0 -
' 6.0 -
5.0
4.0
3.0
20

1.0

Feb Mar Apr Mei Jun Jul Agu Sep Okt Nov

PERBANDINGAN JUMLAH PENONTON

FILM NASIONAL vs FILM IMPORT TAHUN 2013
21 - XXI dan Lain-lain (Non-Blitz)

wm Total Penonton ~+=Penonton Film Nasional =@=Penonton Film Impor

Dalam JUTA 6.1
5.9
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Com \’f JUMLAH PENONTON FILM NASIONAL BERDASARKAN
' JUMLAH FILM NASIONAL YANG DIPUTAR TAHUN 2012

S remiere 21 - XXI dan Lain-lain (Non-Blitz)
w Film Beredar = Film Baru Penonton (JUTA)
45 4.5
40 - 3 40
35134 § . . B 35
30{8 B B S B 2 | 39
25 4§ } _ 25
20 1§ 8. 8 0 | - 20

é . v .‘:‘-:Eir' ; "'-',__;. 0.4 05

0 0.0
Jan Feb Mar i Sep Okt Nov Des

((‘:’I JUMLAH PENONTON FILM NASIONAL BERDASARKAN

.. JUMLAH FILM NASIONAL YANG DIPUTAR TAHUN 2013

S remiere 21 - XXI dan Lain-lain (Non-Blitz)

w Film Beredar = Film Baru ~+~Penonton (JUTA)
45

40 . 39
35
30
25
20 4
15
10

5

0
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blitz JUMLAH PENONTON

megaplex BLITZ MEG/

~0=2013 =—e=2012 2011

454,132 474,690

364,239

319,320
127 306,124

| 304,
i 267,350 279,696

200,000 - 249,682

100,000

blitz PERBANDINGAN JUMLAH PENONTON

‘megaplex  FILM NASIONAL vs FILM IMPORT TAHUN 2013
BLITZ MEGAPLEX

w Total Penonton ~+=Penonton Film Nasional «=@=Penonton Film Impor
800.000 g

742,507
700,000
600,000
500,000
400,000
300,000
200,000

100,000
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JUMLAH PRODUKSI

JUMLAH PRODUKSI FILM NASIONA
L BERDASARKAN GENRE

Anak2/ Drama/
Khayal/
Komedj

Khayal/ Fiksi
Drama/ Fiksi

1%

Drama Sejarah
1% 1%

PERBANDINGAN JUMLAH FILM PESERTA FFI

PERIODE 2008 - 2013

150
100 -
50 -
0 H H_ T " g
2008 2009 2010 2011 2012 2013
e L HE
| 2009: Film Bioskop terdaftar: 44 judul 2011: Film TV terdaftar: 74
Dinilai: 42 judul; Dinilai: 51 judul
Tidak lolos verifikasi: 2 judul (Jerma Tidak lolos verifikasi: 23 judul

} G Mo, ~UReoon I
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PENONTON INDONESIA TERHADAP FILM NASIONAL

APRESIASI MASYARAKAT INDONESIA YANG SEMAKIN KONDUSIF DAN PENGHARGAA
N INTERNASIONAL PADA FILM-FILM INDONESIA

1. “Laskar Pelangi” : 4,6 juta penonton
2. "Habibie & Ainun” : 4,5 juta penonton
3. “Ayat-Ayat Cinta” : 3,6 juta penonton
4. "Ketika Cinta Bertasbih” : 3,1juta penonton
5. “5¢cm” . 2,4 juta penonton
6. “Ketika Cinta Bertasbih 2"  : 2,0 juta penonton
1. “The Raid" : 1,8 juta penonton
FIRST SESSION
KIM BO YEON

Profile

1992 Pusan University
1994-1998 Geum-gang Teater

1999 KOFIC

1997 Seoul Institute of the Art

1999-2003 Korean Academy of Arts

Director of Film Research & Development Department
Korean Film Council (KOFIC)

2009 Film Policy Center

Department

2003 Dep Domesti

ion support

2ms Director of Film Research & Development

*) Data s.d.
03 Desember 2013




Keadaan Industri Perfilman Korea

&
Kebijakan Promosi Film

2013.12.11
KIM Boyeo

Daftar Isi

€9 Keadaan Industn Perﬁlman Korea
w4 Permasalahan & Kebuakan )
ks Kebuakan & Program program__ ...
bantuan dari KOFIC
&w» Program- program bantuan untuk
g = Asmg . ;
L KOFIC!
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1. Keadaan Industri Perfiilman Korea

’ Pertumbuhan Pesat di Tahun 2012-2013

S~ 2012

4 Jumlah penonton 195 juta : melonjak 22% dibandingkan tahun
sebelumnya, rating tertinggi

4 Jumlah penonton film Korea, 115 juta

4 Pangsa pasar film Korea, 58.8%

@ Rasio keuntungan yang dicapai dari film Korea (70 film), 13% :
rasio positif pertama sejak tahun 2006

. ® Jumlah produksi film, 229 film (yang dirilis 175 film)

4 Jumlah penonton, 166 juta

@ Pangsa pasar film Korea, 59.6%
#Jumlah penonton film Korea sampai akhir bulan Nopember,

115 juta : rekor terbesar .m

1. Keadaan Industri Perfilman Korea

. Skala dalam industri perfilman di tahun 2012

Skala dalam Pe;{-;':,';';di 1455.1 (= 1325 juta USD)
perfilman Pasar subordinat 215.8 ( 196 juta USD)
| D, IPTV, H B (=
(Unit: miliar | V%™ j
: il subtotal 1670.9 (s 1521 juta USD)
e Era G0 37.81 (5 41,8 millar KRW)

Pangsa Pasar

Jumlah Penonton

Filmasing

Film korea
LN 58.8%

T Film Korea

80.28juta 114.61 juta

| (KoFic]
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1

0 Film-film Korea yang Menembus 10 juta Penonton di 2012-2013

. Keadaan Industri Perfilman Korea

108ie| 5 Ly
VS| Clojol=E
a0 80]2] ATEHcH

CCE

<The Thieves> <Masquerade> <Miracle in cell no.7>

Film-film Korea yang Menembus 10 juta Penonton di 2012

1

2

. Keadaan Industri Perfilman Korea

Film-film Korea yang laris di 2012

-

BOX OFFICE TOP 10, 2012

\I. ¥
Box Office
(million KRW) ’

DATE No. of
COUNTRY admissions
RELEASE (thousand)
1 The Thieves 07.25 Korea 12,983 93,665
2  Masquerade 09.13 Korea 12,319 88,899
3 The Avengers 04.26 USA 7,074 59,558
4 A Werewolf Boy 1031 Korea 6,654 46,590
The Dark Night
ol ok 07.19 USA 6,397 47,645
Rises
6 The Grand Heist 08.08 Korea 4910 34,615
7 Amazing Spiderman  06.28 USA 4,853 41,164
N less G ter;
g | omelessBangsler 102 Korea 4,720 36,539
Rules of the Time
9 All about My Wife 0517 Korea 4,599 34,222
10 Deranged 07.05 Korea 4,516 32,175
_ 7
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. Film-film Korea yang laris di 2013

1. Keadaan Industri Perfilman Korea

-

W 00~ O s W R e

[y
o

BOX OFFICE TOP 10,
pada Kuartal Ketiga 2013

Miracle in cell no.7
Snowpiecer

Iron Man 3

Face reader

The Berlin File
Secretly Greatly
Hide —and-seek
The terror, LIVE
Cold eyes

World War Z

DATE OF
RELEASE

01.23
08.01
04.25
09.11
01.30
06.05
07.31
07.31
07.03
06.20

COUNTRY

Korea
Korea
USA
Korea
Korea
Korea
Korea
Korea
Korea
USA

No. of
admissions
(thousand)

12,806
9328
9,001
8,133
7,166
6,959
5,604
5,579
5,507
5,238

Box Office
(million KRW)

91,418
66,860
70,805
58,915
52,355
48,701
39,601
39,834
39,371
38,555

vy

1. Keadaan Industri Perfilman Korea

Jumlah penonton
(Unit: million)

Rasio Pertumbuhan

dibandingkan
tahun sebelumnya B 3
(%)
Pangsa pasar
53.5 593
film Korea (%)
Jumlah penjualan
bioskop 717 850
(Unit: miliar KRW)
Jumlah layar(screen) 1,132 1,451
Jumlah tonton per kapita 247 278

7.7 54

58.7 63.8

900 926

1,648 1,880

298 3.13

3.5

50.0

992

1975

3.22

42.1

980

2,004

3.03

. Kemajuan industri perfilman Korea di 2003-2012

Tahun '2003 2004 2005 | 2006 2007'2008 2009 | 2010 2011

41 -58 7.0 219
48.7 466 519 588
1,094 1,168 1,236 1,455
2,055 2,003 1,974 2,081
3.15 292 315 3.83
S OFIC
% 23

I =704 JHE WS
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2. Permasalahan & Kebijakan Industri Perfilman

- Ekspansi Perubahan
Ekosistem dukungan ke Pasar Tekniologi bl
Industri ”“t.“!‘ w - Global - Canggih —._ _pe
Kreativitas f
Kurangnya Dukungan
strategi teknologi yang
global difokuskan
secara untuk
keseluruhan menciptakan
| lapangan kerja
dalam jangka
pendek
J
~ N Ty

[ KOFIC]
3 Kei:ijéka.ﬁm& Program-pi‘égfam Béntﬁan
dari KOFIC
€ Korean Film Council (KOFIC) |
i M

o Lembaga penasihat untuk industri film nasional yang
dipercayakan oleh Kementerian Budaya, Olahraga dan
Pariwisata Korea Selatan.

o 'Quasi-autonomous non-government organization
Lembaga yang dibiayai oleh pemerintah, namun bersifat
independen dan memiliki kebijakan khusus.

o Terdiri dari kantor eksekutif dan 9 komisioner (1 direktur
tetap dan 8 direktur luar biasa), ditunjuk oleh Kementerian
Budaya, Olahraga dan Pariwisata.

LKOFIC)
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3. Kebijakan & Program-program Bantuan
dari KOFIC

’ Strategi & Arahan Kebijakan Promosi Film

® Meningkatkan
M pertumbuhan film " .
£ .. Korea ek . _
* m’emper‘kuat' kompetensi R&D dan V'S memprorﬁomkan 'c'o-produksi
produlesi internasional

4 mendorong produksi dan distribusi
keanekaragaman film

4 membantu perkembangan pasar
subordinat

Menciptakan kondisi
untuk eksistensi
berkelanjutan

- # meningkatkan dukungan untuk
pemasaran global
4 mendukung SDM global

Memperkuat
manajemen
tanggung jawab

-

~

€ mempunyai sumber finansial
yang stabil

€ membentuk sistem manajemen
yang berpusat pada konsumen

4 menyelesaikan relokasi yang
beorientasi masa depan

untuk menikmati pengalaman sinematik
# Meningkatkan kebijakan yang
membentuk jalur industri
4 Mendidikan orang berbakat
4 Mengembangkan infrastrukur untuk

'aa
N

1r
-

'. 3 Kebuakan & Program-program dukuhgan
dari KOFIC

; ’ Pfﬁjrafﬁ KOFIC tahun 2014 untuk promosi film Korea

Dukungan distribusi

. . Mendukung prbduksi .ﬁlrn

industri film

¢

Investasi/pendanaan

.menjalankan pasar skenaric
.R&D

.produksi film independen
.dukungan akumulatif
untuk yang sudah dirilis

.dukungan untuk bioskop

.mendanai penganeka-
ragaman film

.mendukung pertumbuhan
pasar subordinat

.membentuk lembaga
investasi untuk film

Mendukung bisnis
global

¢

® Mendukung SOM

Dukungan untuk
teknologi perfilman digital

.mengekspor film Korea
.dukungan co-produksi
international

.dukungan acara untuk
penayangan film Korea di

|[ . Korean Academy

luar negeri

2013 =24 @

-

of Film Arts (KAFA)
.pendidikan movieman
untuk meningkatkan
keahlian
.insentif untuk pendidikan
bagi movieman

.dukungan teknologi tinggi
.dukungan post-produksi
film

4

\

0FIC]
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3. Kebijakan & Program-program Bantuan

dari KOFIC
’ Program KOFIC tahun 2014 untuk promosi film Korea

Menyediakan kebijakan Mendukung organisasi Mengoperasikan KOFIC
perfilman yang memadai terkait film Studios di Namyangju
.manajemen dan

.mengembangkan Pl s
kebijakan baru dan mendukung organisasi fp A*.g P .
pempelajari isu terkini || yang terkait dengan film | | - Aslli8S Uk 1re &1
riset statistik pragram pendidikan
- .jasa rental studio
’ Meningkatkan Membantu mengembangkan Pengoperasian sistem
aksesibilitas film Internasional film festival pendataan film
.pengoerasian pusat visual . bsi 3
rmedia dukungan untuk .pengoperasian website o8
; ; . . untuk data film %
.meningkatkan kesempatan | | Internasional film festival pengoperasian jaringan
aai?rlngﬁnonton g Tk di Korea sistem manajemen terpadu

LKOFIC

4. Program-program Bantuan untuk Sineas Asing

’ Dukt'l'r'l'ga'h Insentif untuk Film Co-Produksi Internasional

Untuk film fitur yang berdurasi lebih dari 70 menit, dengan total biaya produksi
mencapai 20% modal asing, dan lebih dari 1 miliar KRW (sekitar USD 857,000)

dari biaya produksi total telah dikeluarkan di Korea.

Jumlah yang diberikan : 25% dari biaya produksi dalam tunai, dengan jumlah
maksimum KRW 300 juta (sekitar USD 284,000) per film.

’ Insentif Lokasi dari KOFIC
Film dan serial TV, dimana modal asing yang masuk melebih 80% dari

biaya produksi (tidak kurang dari 100 juta KRW di Korea untuk pengeluaran
dan syuting lebih dari 3 hari di Korea)

Jumlah yang diberikan dalam tunai : 20% hingga 30% dari total pengeluaran
| yang dilakukan di Korea. ]

LKOFIC]

al z4
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4. Program-program Bukuan untuk Sineas Asing

’ Insentif dari Komisi Film Regional

-
Q =
il Fibm mmission}
IFC f

Komisi film regional = :
" s N GPFC O Q (Cheangpung Film Commission)
memberikan berbagai jasa e
DFC
dan insentif untuk film @ S —
; TR P JIFC BFC
yang diambil di wilayah IS ey O o i Commison
a5 GNFC .
tersebut termasuk komisi s o Q (Grsongiam Fim Commision
{Jeon-Nam Film Commission) 4 e

film Seoul, komisi film
Pusan dan lain-lainnya. i

Q JEJUFC
Ueju Film Commission)
\- 4
L (O

4. Program-program Bantuan untuk Sineas Asing

4 Perjanjian Co-produksi

( A
o Sebuah film co-produksi yang dibuat berdasarkan

perjanjian ini akan dapat diakui sebagai film Korea.

o Korea telah menandatangani perjanjian co-produksi

dengan Perancis('06), Selandia Baru('08) dan perjanjian

sementara dengan Cina.
\ J

L KOFIC
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FIRST SESSION

Devie Rahmawati

University of Indonesia

Lecture and R her for Cs jon Studies at Ul
Chief of Operating Officer(COO) for Radio A96.7FM
Booking Writer and Editor

Social, Political and Cultural Observer at Indonesian

FIRST SESSION

Aoura Lovenson Chandra

Muvil.com

2005 University of Technology, Sydney (UTS), Australia
2006-2012 MANAGING DIRECTOR of SIMPLE MEDIA
2011-2012 PRODUCER of Negeri 5 Menara (the Land of
Five Towers)




SECOND SESSION

Exploring Preferable Way of

Indonesia - Korea Collaboration

CONCERT

Cello - Heo Min Kyung

| Believe
K-Movie <My Sassy Girl, 2001> OST

Star
K-Movie <200 Pounds Beauty, 2006> OST

The Lover's Concerto
K-Movie <The Contact, 1997> OST
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SECOND SESSION

Rudy S. Sanyoto, SE.

Anggota PPFI

Profile

Ketua Komisi Tetap Video, Film dan Fotografi, KADIN. 3
Sekjen GASFI (G Studie Film Ind i |
Anggota PPFI (F hasn Film Ind -3 &

-

SECOND SESSION

KIM TAE SIK 1

PRODUCER AND DIRECTOR ji

Profile
1980 Seoul Institute of the Art
Presiden of “FILMLINE"

Director:
- <Diriving with My Wife's Lover> | 2007
- <Tokyo Taxi >/ 2010
- <Red Vacance Black Wedding> / 2011
- <Shoot the Sun> / 2011

2009 <A Good Night Sleep for The Bad> Programming / Korea
2011 <Aku Ada, Kau Ada???> Programming / Malaysia

2012 <Kimmydora and the Temple of Kiy
2014 <Sooki> Programming

/¥




uiui“u;i"l'i':ul!'n

Fokus pada Industri Perfilman
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Gelombang Korea g

Film Co-Produksi Korea-Japan

TOKYO TAXI
L~
o
EH
wy
Al
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Film terbaru
asal dari negara Asia Tenggara
disyuting di Korea

Feature Films

No:r WO
EACH OTHER 0 2
y

Hello Stranger Y D ORA me  Aku Ada Kau Ada
(Thailand, 2010) (Philippines, 2012) (Malaysia, 2011)
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Proyek film Co-Produksi
Korea-Malaysia-Cina

How Kim Sun Nan Saved My Life

INDONESIA-K OREA i

Saran
untuk
Pasar Perfilman Asia & Int’l|
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SECOND SESSION

DIAN SUNARDI

Marketing Director
BLITZMEGAPLEX

Profile

1994-1998 Faculty of Social and Political Science Ul

2002-2003 International School of Humanities and Social Sciences
Universiteit van Amsterdam

2006 - 2009 Marketing Manager, PT Graha Layar Prima

2009 - 2012 Head of Sales, PT Graha Layar Prima

2012 -now Marketing Director, PT Graha Layar Prima

The Purpose ...

* To exchange views and concepts on ways to develo
p cooperation in cultural industry between Indonesi

a and Korea

KOREA 2R INDONESIA
IRBREESY Cultural Industry

Cultural Industry

To enhance Mutual Cooperation in Film Industry a
s part of Cultural Industry

stemd zneny | 300 | o0 274N LY L Za}
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Proposal for Preferable Way of Mutual Development

INDONESIA - SOUTH KOREA C
ORPORATE SOCIAL VALUE (CSV)

INDONESIA - SOUTH KOREA
CO-PRODUCTION FILM

IN FILM INDUSTRY

1. EDUCATION:Toto’s Film
Making Class:
1. 2013 Program
2. 2014 Plan

2. CULTURE EXCHANGE:
1. Korean Film Festival in
Indonesia

2. Indonesia Film Festival in
South Korea

. Current status of Korean &

Indonesia film market:
1. Changes in Admission
2. Globalization of Korean
Film Industry

. International Co-Production:

1. Types of Co-Production
2. Co-Production Example

. International Co-Financing:

1. Global Fund
2. Outcome of Global Fund
3. Films in Production

ety el oppeeanty

CORPORATE SOCIAL VALUE IN EDUCATION:
TOTO'S FILM MAKING CLASS
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CORPORATE SOCIAL VALUE IN EDUCATION:
2013 TOTO'S FILM MAKING CLASS

O A collaboration between Blitzmegaplex, CJ CGV and
CJ Welfare Foundation

O A world class film making workshop for 40 middle
to high school students in Jakarta, on 13 - 19
September 2013.

O Also partnering with London School of PR, London
School Media Center and SAE Institute Jakarta.

Event clip:

CORPORATE SOCIAL VALUE IN EDUCATION:

2013 TOTO'S FILM MAKING CLASS

i & & %

Seoul Beijing Ho Chi Jakarta
(2008) Minh (2013)
Project Title  Input Qutput Outcome

v

+40 students *Submitting picces to

Toto's flm  Film production | *Production of | film festival
Making Class  education

| 5 films *Priceless experience

.. lunderstanding film, film production method, screenplay writing,
Theoretical

Education ; z
leducation and practice

storyboarding, education of acting, camera control education, shooting

Education |editing, marketing, showing event

Practical  [ldeation, wiring scenario, storyboarding, planning film shooting, shooting,
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(2014)




2013 TOTO'S FILM

Introduction
To Film

Pre-Productio
nl

Pre-Productio
n2

Production

Post-Producti
on

Screening

Education Modul & The Mentors...

Menggali Bakat

MAKING CLASS: Business Content

Lets Play! Awakg P.Iayr with Di  How to mak
Your Feelings  gital Camera e movie
Where to fin ~ Write your st -
Write your s
d & Compos  ory, create ch it
eomt— ol
Breakdown g
|
& Film Plan | Cam 3{ Soun Acting!
Filming 3
- Music & Sou
Editing el
Promotion Screening

Film Anak Muda

TOTO'S FLMMAKING CLASS 2013

[JARARTA] I!l-um-.g-p)u wtory bowrd, sound and misi
herkolaborasi dengan CJ OOV um Hlmuiju.nm mmnam produksi,
dun €] Weliare akon mengads- s anmk mewsjudkan mim-

kan pelatihan flmde  pomercka dolam induar perfil-  tingipemassn tilm.
ngnn nema keglatan “Toto's  man. Knmmhw’l-
Fbrrr Class 2013" Kegin- ~ an ini akan menjadi agenda rutin

Cara Blitz Ajarkan Anak
Sekolah Membuat Film

ART A - Mt len B B o
b Vel i Forres mda
et @ bikes e sasptlals proval

o
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Total: 74 news coverage / articles
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TOTO'S FILM MAKING CLASS: 2014 Proposal Plan

Cinema For ALL

Toto's Film Making Cla Cinema For ALL:

* Film Production Education svisiting film screening

*1 school, 40 students, 3 months svillage assembly hall

*8 schools, 320 students, 2 years «Total 48 times for 2 years

«Expected 4800 audience
Output Outcome

% | di 2
“Total 10 films showing The cultural difference of location

R
. ™ expand the base of enjoying
i culture

KOREAN FILM FESTIVAL
JAKARTA, 25 - 30 JUNE 2013
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2013 KOREAN FILM FESTIVAL

Objective:

v'"Promoting cultural industry
and to expand opportunity fo
r enjoying culture
v'"Promoting Korea culture, to
solute cultural difference and
to expand the base of enjoyin

. S 1

KOREAN -.
FILM
FESTIVAL
2013

Free Admission
25-30 punl 2013

g culture
Project Title Input Output iOutcome
Korean Film Festival (in Culture promotion through Promoting
Uakarta) film festival - 10 titles culture
- 4000 audience
I 40 media coverage

2013 KOREAN FILM FESTIVAL: Movie Line Ups

KOREAN
FILM
FESTIVAL
2013

2013 224 st=ad ZuEng | 305 |

0.

. Boomerang Family

. Deranged

. How to Use Guys with Secret Tips
. Runway Cops

. Pluto

. The Thieves

. Masquerade

. Miracle in Cell no 7

The Grand Heist
A Wonderful Moment

Festival clip:
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rTETe—— —
i |,“.[__““

PSS - gl

2

f |

|
Queuing to get the 1
ticket and to enter t §
he auditorium. Wos 4
w!

A
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Director offJ@ipan Foundatio

Lot
]
-

g ‘% N

Korean A
m . Karin: Tk H

®

: Minister of Culture
> :nd Education depart

ent: mf pDr. W.end Nu

irector &
aM. Noor

Moy e
i

Korean Actors & Movie Director greet the VIP Guess.
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Eko Julianto @eko_julian 15h
Gomawo @ FestFilmKarea for a very cool week. Watched 9 our o
f 10 good movies. Hope to see you again next week (Gomawo @
FestFilmKorea u/ seminggu superkeren ini. Nonton 9 dr 10 film y
g tayang. filmnya bagus2 parah. Smg bisa ketemu lagi di #KFF20
14:'D)

Aditya Prasetyo @thyoaditya 16h

Thank you @FestFilmKorea for screening entertaining and
good quality movies. See you next year (Terima kasih @Fe
stFilmKorea yg sudah menayangkan film-film berkualitas d
an menghibur. Sampai jumpa tahun depan :)

Ucun Acchan @ucunAcchan 17h
4 days and 6 great movies..gomapsamida @FestFilmKore
a for great experience..!l'll be waiting for the next yea

Asian Showbiz ID @AsianShowbiz 19h

Thanks to @FestFilmKorea for bringing many good movies
this yeaar. Always success and cant wait for next year (Teri
ma Kasih kepada @FestFilmKorea yg telah membawa ba
nyak film Korea keren tahun ini ke tanah air... Sukses Selal
u & ditunggu tahun depan)

Nadya Tivanny Angel @nadyaOMbing 17h

Im gonna miss going to blitz for @FestFilmKorea. Should d
o it again next year! (bakal kangen nih pulang kantor langsu
ng ke blitz megaplex bwt ngantri tiket @festfilmkorea thn d
epan hrs ada lagi,bawa film yg lebih DAEBAK!)

'they say on twrtter‘ Sourc (/:t/)mments from mr Joko Anwar (movie director):
'ttercem/ fes“ﬂmkore ( 1.@jokoanwar: Temen-temen, ada film Korea bagus ",

banget "Boomerang Family" hari ini aja main di

@blitzmegaplex PP jam 7. Gratis. Sutradara/pemain

dateng.

2.(Dear friends, there's a VERY good korean movie

"Boomerang Family" playing at blitz PP today at 7pm.

The director and casts also come to the screening.

You've gotta see this. Free.)

3.@jokoanwar: Can't recommend 'Boomerang Family'

enough. | LOVE LOVE LOVE this movie. :)

4.@jokoanwar: 'Boomerang Family' satisfies my heart &

soul more than any movie in a long time. Watch it at

Festival Film Korea @blitzmegaplex FREE!!

Comments from mr Richard Oh (movie director):

1.@RichardOh: As practitioners, or film industry in
general, we can learn so much more from Korean films
than Hollywood imports.

Comments from ms nazira noor (producer /movie
director):

| 1.@tigerlilybubu: Last night! Korean Film Festival
Opening night w/ BOOMERANG FAMILY film and
#NobarGanks Chung Giwa dinner! [(J
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INDONESIA FILM FESTIVAL
JAKARTA, 25 - 30 JUNE 2013

2013 INDONESIA FILM FESTIVAL IN KOREA

Objective:
v'Promoting Indonesia cultural industry th
rough films and to expand opportunity for
commercial partnership in film industry be
tween 2 countries

INDONESIAN .

FILM FESTIVAL 2013 Cinema: CGV YeongSan & AnSan, Seoul.
Project Title Input Output Outcome
Indonesia Film Festival in  |Culture promotion through Promoting

eoul film festival - 10 titles iculture
- 2000 audience
- media coverage

Steme Zuien

[ £l
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2013 INDONESIA FILM FESTIVAL IN KOREA: Movie Line Ups

..E;!r.vHH J
=

2013 INDONESIA FILM FESTIVAL IN KOREA: The Event....
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SECOND SESSION

RUSLI EDDY

JIVE ENTERTAINMENT

Profile

1997 Mass ication Science, U ity of Ind
2006 Manag, Middlesex U ¥, London, UK
2004-2005 Program Acquisition Manager, RCTI
2006-2008 Marketing di Jive E § :
2007-now Founder/ Festival Director of INAFFF T ¢
2013-now Director of Prog Content Distrit :

Production, Blitzmegaplex

Index

CURRENT STATUS OF KOREAN & INDONESIA
FILM MARKET

(1) CHANGES IN ADMISSION
(2) GLOBALIZATION OF KOREAN FILM INDUSTRY
INTERNATIONAL CO-PRODUCTION

(1) TYPES OF CO-PRODUCTION
(2) CO-PRODUCTION EXAMPLES
. INTERNATIONAL CO-FINANCING
(1)GLOBAL FUND
(2 OUTCOME OF GLOBAL FUND
(3)FILMS IN PRODUCTION
CHALLENGES & OPPORTUNITIES
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1. CURRENT STATUS OF KOREAN FILM MARKET

(Unit : Ten thousand )

25.000

—

2003 2004 2005 2006 2007 2008 2009 200 2011 2012

—t—ForeaFilin  —f=ForcignFilm  —ge=Totad Adumscion

*Korean Film Council, Balance on Korean Film Industry in 2012
(2013)

CURRENT STATUS OF INDONESIAN FILM MARKE
T

70,000,000

60,000,000

/ 57,530,000
50,000,000 - god
000
42480000 & 42,000,000

40,000,000 _Lw I I
—2TTE0000 500,000 =+—Foreign Film
~—Local Film
30,000,000 —a—Total Admissions
20,000,000

400,000 / 15,530,000
10,000,000

2009 2010 2011 2012
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2.INTERNATIONAL CO-PRODUCTION

Type of Co-Production

e

1

2

International pre-sales (financing)

Co-financing with two or more countries

Co-production with two or more countries
Filming in international locations

International crew participated in production
Participation of intemational company

Original story purchased from intemnational
Korean crew participated in international film
Korean company participated in intermational film

International film filmed in Korea

<Haeundae>, <Thirst>

<The Kick>, <HwangHae>, <Sophie's Revenge>

<The Kick>, <Hello Stranger>, <The Warrior's way>, <Sophie’s Revenge>
etc

<Late Autumn>, <The Kick>, <Papa>, <The Taste Of Money>, <Sayonara
Itsuka>, etc

<The Taste Of Money>, <Papa>, <The Kick>

<The Kick>, <The Warrior's Way=, <Cyborg She?>

<A Better Tomorrow>, <Sayonara ltsuka>, <Vampire Island>

<The Warrior's Way=>, <Sayonara Itsuka>, <Sophie’s Revenge>

<After Shock>, <Detective Dee>, <Sayonara Itsuka>, <Shopie's Revenge>
<The Bourne Legacy>, <Hello Stranger>, <Hero>

1/ [ www. kobiz.or.kr

*KOFIC Location Incentive

2.INTERNATIONAL CO-PRODUCTION

2013 229 SRR ZuE 17

Example of Co-production — Korea/Indonesia location in international film

<THE BOURNE LEGACY> (2012)

» CREDIT
Production Company :
Universal Pictures, Relativity Media,
Kennedy/Marshall Company
Director : Tony Gilroy
Cast : Jeremy Renner, Rachel Weisz,
Edward Norton

» Co-Production

Location : SEOUL, Korea
Co- Production Company : TPS Company

Indonesian location in international film
Ex. EAT PRAY LOVE

| 313 | n 271008 ey 2 2n)




2.INTERNATIONAL CO-PRODUCTION

Examples of co-production - Korean/Indonesian film in international locations

<The Berlin File> (2013)

» CREDIT

Production Company : Filmmaker R&K, CJ Entertainment
Director : RYOO Seung-wan

Cast : HA Jung-woo , HAN Suk-kyu, RYU Seung-beom

» Co-Production

Location : BERLIN, Germany / RIGA Latvia
Co- Production Company :

BERLIN - Film Base Berlin Co., Ltd

RIGA - Sun & Moon Pictures Intl, SIA

Indonesian film in international locations
Ex. Hello Goodbye, La Tahzan

3. INTERNATIONAL CO-FINANCING

<SNOWPIERCER> (2013)

» CREDIT
Producer : Moho Film, Opus Pictures
US Distribution : The Weinstein Company

Director : BONG Joon-Ho
Producer : PARK Chan-Wook, LEE Tae Hun
Cast : Chris Evans, John Hurt, Tilda Swinton

» Co-Production
Location : PRAGUE, Czech Republic

» Finance
CJ E&M(Korea)
Union Global Contents Investment Fund(Korea)
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3. INTERNATIONAL CO-FINANCING

<WEDDING INVITATION> (2013)

» CREDIT
Production : Beijing Media Century Culture Media Co.Ltd
Beijing Century Media Co.,Ltd., CJ E&M

Director : OH Ki-Hwan

Producer : YOU Young-Ho

Cast : BAI Bai-he, PENG Yu-yan

P Co-Production
Location : BEUING, China

» Finance

Century Media (China)

C2 Media (China)

CJ) E&M(Korea)

Union Global Contents Investment Fund(Korea)

3. INTERNATIONAL CO-FINANCING

Films in Production

<MAKE YOUR MOVE> (2014)

» CREDIT

Production :

Robert Cort Productions, SM Entertainment, CJ E&M
International Sales : Lionsgate International

Director : Duane Adler

Producer : Soo Man Lee, Patricia Chun, Robert W. Cort,
Eric Hetzel

Cast: BOA, Derek Hough

p Co-Production
Location : TORONTO Canada, U.S.

» Finance
CJ E&M(Korea)
Union Global Contents Investment Fund(Korea)
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3. INTERNATIONAL CO-FINANCING

Films in Production

<Final Recipe> (2014)

» CREDIT
Production :
Bang Singapore, A Grand Elephant Productions, CJ E&M

Director : Gina Kim
Producer : Steven Nam, Gina Kim
Cast : Michelle Yeoh, Henry Lau, Chin Han

p» Co-Production
Location : BANGKOK Thailand, China, Korea

» Finance
CJ E&M(Korea)
Union Global Contents Investment Fund(Korea)

4.CONCLUSION

Expectation on Joint-Collaboration of Korea and Indonesia

Korean Film Market

* Box office size almost 1 billion dollar

+ More than 50% market share by domestic films
- Korean audience fully understands the value
of local film culture

Indonesian Film Market:

«Population: 250 million

*Market share has only reached 2% (5 million)
for local films

Korea seeks for various types of co-production
and co-financing opportunities.

Until now, location services has been the only example of
co-production between Korea and Indonesia.
(Ex: <Hello Goodbye>)

In the future, we hope to continue and develop more
various types of collaboration between two nations.
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The Negative Investment List

2) Law of the Republic of Indonesia Numb&r 33 of m

' concerning Cinematography
— = [T | == ||| Article 22
| = [temimi=m (1) The film making by foreigner using the
o vwrismny location in  Indonesia shall be carried out at
T —— T e the consent of the Minister
TR | ko 3| (2) The film making using the foreign
e Y. | cinematography personnel shall be made
|| oot wamnnt || | according to the legislation.
oy || LTS (3) The Minister permit as referred to in
ke o . I ¢ paragraph (1) shall issue the permit free of
| | charge and within not later than 7 business !
o ' days L 740
T | T My ;:-m_\ ot P TR T I = 1
el s A | . | | N
10| Viewsy e e IO e =
T | Revonieng Snadso (Casene VD, | 001 | B W] 1 11
=== I
i g it || 11 ({1
hnpwww bkpm.go.id/c /general/26/negative-i fist
|

INDONESIA: THE RISE OF THE MIDDLE CLASS & THE SOCIAL
MEDIA CAPITAL OF THE WORLD

cial Network

- ""_—‘I‘_‘.' o "1 :

Middle Class ]
THE QOPIAL MrDu r_.wim OF THE WORLD

3 R R |
F g |

17.000 Island | | FACEBOOK © .
growth 6.4 percent e ISk — i
T A . = | 12 797 500 7643866 |
11 . L] T 650 To0 7360034 |
130 million middle class . 8791700 7152604 |
1 £aal H] T |
amvdd largest exporter of coal, rubber, tin, and cocos in the world f |
| Seall st appng potency i Salar Laergy (240 yoo W im per yer | |
| Coal Bed Methane (largest reserved in the world),
Geothermal [ 40% of the world), and =0 much more

Nt vy |
i
é; | YOUTUBEG
‘ - 3420 828 i 4 141 654 |
! po— T89 630 . e 2918787 |

| R 363 691 e 2 851 761

1Py org/ 2010/ 1140 im-pog of-

2013 224 stene o ny | 317 | o 20K R e ¥ 2




SECOND SESSION

BAMBANG SUPRIADI

Vice Dean for Cooperation of Film and Television Faculty
JAKARTA ART INSTITUTE

Profile

Lecturer and Director of Photography

Speaker for several Film Seminar

2012 Jury in Indonesia Film Festival {Short Movie Festival Category)

2013 Indonesia Delegation on XXXII1 VGIK International Student
Festival, Moscow, Russia

2013 Jury in Art War (Short Movie Festival, UI)

SECOND SESSION

Han Kyung Jin

Producers & Facilities Director of Trans TV

Profile

Yonsei University

George Washington L y, sport pedagogi
Sportpldagogische

1992 MBC Broadcating company

1997 SBS Broadcating company

2013 Trans TV (News, Productions & Facilities Director)
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