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Their Cinema: dispossession / alienation

Bill Douglas, My Ain Folk, 1973
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Introduction of BIKY

BIKY is

‘The only young generation film
festival in Korea that has been
running for 19 years. As the
largest youth film festival in Asia,

ildren's Rights

we provide a platform for young
audiences to engage witha wide.

Busan International
B Kids & Youth Film Festival
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Industry support for Young filmmakers (BIKY)

@ LG HelloVision

Broadcast Young filmmaker's films on TV

LG HelloVision, a i ble TV h lin Korea,

youth productions on TV. This provides young filmmakers with an opportunity for
their works to be aired once again, and film festivals can promote youth films widely
through TV. Additionally, LG HelloVision sponsors cash prizes for a non-competitive
category dedicated to professional creating content for children and youth.
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cultural centres in four Visegrad countries, and the F-Cinema project Children's Cinema - Japanese
Animation on the Screen! and other film education projects mainly for elementary and junior high school
students.

In 2023, an international symposium on film education was organised in cooperation with the Tokyo
International Film Festival, planned and managed by the General Incorporated Association Kodomo Figa
Kyoshitsu, which organises film workshops throughout Japan.

At the symposium, after a screening of films produced by children from overseas, experts from France,
Scotland and South Korea gave presentations on film education practices, research and initiatives at film
festivals. This was followed by an in-depth discussion on the 'social significance of film education' and the
future of film, with examples from Japan.

Schedule

Venue : National Film Archive of Japan

Date/Time : Oct. 28, 2023 11:30am-7:00pm MC : Mika Tomita (National Film Archive of Japan)
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Yumi Matsushita, Mari Takeuchi, Naomi Ikezawa (English),
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Nathalie Bourgeois, Jamie Chambers , Emily Jang , Etsuko Dohi, Nobuhiro Suwa
and Vanja Kaludjercic (IFFR festival director)

Moderator: Mika Tomita (National Film Archive of Japan)

77...... Closing Hisashi Okajima (Director of National Film Archive of Japan)
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CCAJ “Le cinéma, cent ans de jeunesse” <2023 Exhibited>
3 flims from France, Lithuania and Japan

BIKY “Busan International Kids & Youth Film Festival ” <2023 Exhibited>
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Part2 : Presentations by expertise of film education and Panel Discussion

13:20 Presentations by expertise of film education

“Valuable workshops - Practice”
Nathalie Boutrgeois/ CCAJ (International film education program) [France]

14:15 “Our Cinema: Developing a Vernacular Approach to Film Education in Scotland”

Jamie Chambers/ Senior Lecturer (Edinburgh College of Art/ University of Edinburgh),
Editor in Chief (Film Education Journal) [Scotland]

15:10 “Cooperation with the film industry - Film Festival”

Emily Jang/ BIKY (Film Programmer) [South Korea]

16:05 “Film education as human education - Practice as a public

Etsuko Dohi, Nobuhiro Suwa/ Children Meet Cinema board of directors

17:10 Panel Discussion

“Significance in Society and possibilities within the film industry”
The above presenters and Vanja Kaludjercic (IFFR festival director),
Moderator: Mika Tomita (National Film Archive of Japan)

18:55 Closing
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Opening ummmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmmnmnmy Etsuko Dohi
(Founder, Children Meet Cinema)
Mika Tomita

i i i in the title of the sy ium is th h
(Curator, National Film Archive of Japan) 10 the Htie Of the symposium 1s that we hope

Thank you so much for coming to “International
Symposium on Film Education 2023: Towards
the Next Steps from Overseas Case Studies.” My
name is Mika Tomita, and I'm a curator at the
National Film Archive of Japan. The National
Film Archive works on film education targeted
at elementary and junior high school students
such as the Kids” Cinema since 2022, and I am
in charge of these activities. It is a great pleasure

for me to be here today.

Hiroyasu Ando

(Chairman, Tokyo International Film Festival)

My name is Ando, and I am the chairman of the

Tokyo International Film Festival. I see a lot of
you here today. Thank you all for coming today.
We have not only people in the industry, but also
general audience here as well. I'm very happy to

see all these people.

The Children Meet Cinema,or CMC, conducts
film workshops around the nation, and today
we're hosting an international symposium
regarding film education based on an important
concept called the future development of
cinema with the Tokyo International Film
Festival. Let us start by having Hiroyasu Ando,
Chairman of the Tokyo International Film

Festival, say a few words.

me the rushes of their films, and I was really
amazed that such wonderful films could created
in such a short time, just a few days. I am very
happy that we will be screening those short
films here at the Tokyo International Film
Festival as well.

As an extension of the Summer Tiff Teens
Meet Cinema, for the first time, we are holding
this international symposium to discuss film
education and the future of filmmaking. I'm
very happy that we have this opportunity. Based
on today's symposium, the Tokyo International
Film Festival would like to start planning to
address international film education on a larger

scale starting next year and beyond.

Good morning! Because 1 always deal with
children, I kind of expect everyone to say
“Good morning” back to me when I say “Good
morning.” I'm very happy that we have such a
big audience today, and it also makes me feel
that there are so many people out there who are
interested in film education.

Now;, please allow me to talk about the purposes
and intentions of our symposium today. First,
since we have guests from overseas, we would
like each of them to talk about their respective
activities in their countries and their involvement
in the film industry. With all these different cases
we will learn today, I hope everyone bring back
a wide variety of information and ideas to their
fields and keep exchanging feedbacks.

The reason I included “Toward the Next Steps”

for a change in the film education, especially in
Japan. As Chairman Ando mentioned earlier, we
would like to discuss with everyone how we can
expand this kind of activities and get the whole
industry more interested in film education.
Another purpose, or maybe the real purpose, is
that since we are finally able to get together in
person, I want the speakers and the audiences to
have a networking opportunity. To that purpose,
we are going to have a coffee break with some
refreshments. Please feel free to meet and talk
with fellow attendees during the break.

Just a bit of logistics here, I think you have
received envelopes with some post-its inside.
During the presentations today, if you have
any questions or topics that interest you, please
write them down on a sticky note and post
them on the designated spot in the lobby during
a break. We hope to address those questions
or topics during the presentations that come
afterwards. English, French, Korean, Japanese
or any other languages are welcome.

It will be a long day, but I hope everyone enjoys
this symposium until the very end. Thank you

very much.
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CCAJ2023
1) La Maison, Collége du Taravu, Santa Maria Siche, Corse (France, 8min25sec/ French with Eng sub)

This summer, I visited the Tiff Teens Meet As we hope to keep expanding this kind of

Cinema where they're holding the classes with activities, I really appreciate Tokyo Metropolitan

the students. I saw a lot of young students Government, Ms. Dohi, Director Mariko,

2) Vibrations/Virpesys, Jonas Biliinas gymnasium, Anyks¢iai (Lituanie, 10min/ Lituanien with Eng sub)

3) Iam.../ CMC, tokyo (Japan, 10min36sec/ Japanese with Eng sub)

working hard on filmmaking, and I was so happy Director Suwa, and many others for their support

in taking this first step. Thank you very much. BIKY2023
4) A Perfect Crime (South Korea, 6min37sec/ Korean with Eng sub)

that it just brought me to tears. They showed
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Valuable workshops - Practice

CCAJ (International filmeducation program) [France]

Nathalie Bourgeois
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Everybody, very happy to be here with all of you
today. I'd like to say my word of gratitude towards
the Tokyo International Film Festival and to the
symposium. Five years ago, we were invited here
to talk about our program. I'm happy to be able
to present our activities and our current situation
together with you.

Our film education program is CCAJ (Le Cinéma,
cent ans de jeunesse) , which is a kind of network in
the film industry. We have a very unique presence.
On the occasion of the First Century of Cinema,
CCA]J was established in 1995 by two people, the
former editor in chief of Cahiers du Cinema, an
educationalist called Alain Bergala, and myself
who created the educational department of the

Cinématheéque Francaise with the CCAJ program

which was deployed for many years. We have been
working together, and able to get a lot of directors
and filmmakers involved.

It was launched in 1995, the 100th anniversary of
cinema, so, we call it “cent ans de jeunesse (the first
century).” Originally there were 4 regions in France
that took part in this.

Our network is now expanding internationally out
to 15 countries, and the characteristic of us is that
we're very hybrid. It brings together numerous film
libraries, associations, cinemas and universities.

The CCAJ is more than a network. It's a kind of
like a community, where everybody participating
in cinema education is happy to come together. In
a demanding formative program, that’s satisfying.

There are some members who have been with us

for more than 10 years.

So now, what is CCAJ? In brief, CCAJ offers young
people aged from 6 to 18 a chance to enjoy unique
cinema experiences over the course of their entire
school year in workshops by teacher-director teams.
Each year, our students work on the common
subjects shared by all.

All the students would work on a common subject
each year, and there would be film extracts on the
subject and in terms of career, individual exercises,
followed by a collective film for each class. At
the end of the year, all films are screened in their
presence at the international film festival. Since this
program was launched, we have had over 25,000
children and teenagers taking part in our workshops.
We believe it's an unforgettable experience.

In our film education program, this is one of the
approaches in French culture and cinefilia. There is
a book called “L'hypothése du cinéma (The Cinema
Hypothesis ) by Alain Bergala. Our approach is
featured here. The book shows the idea that film
is not just a language, but it’s finally considered
primary as an art form.

This book is for everyone, especially non-specialists
of filmmaking, and it raises a question of education
in cinema. It’s so popular that it has been translated
in many languages because, we believe, the book
gives courage to people. Also, Bergala says that
film education should be incorporated in school
education whose role is essential with personal
experience. School gives sensitive individual
irreplaceable experience. That all include meeting
filmmakers and films themselves. And Bergala
introduces our film education program as a very
exemplary educational tool in the book.

Because of the impact from the book, we now hold

the program in 8 regions in France and 15 countries.

Le Cinéma, cent ans de jeunesse - CCAJ

Japan has become a part of it since 2017.

In 2021, the Cinématheéque Frangaise, which had
been collaborating with us since its establishment,
pulled out. That’s why the program was in crisis
at one time. But we survived because the global
filmmakers around the world had cooperated with
us. We also have support from EU. This is another
program which we can only obtain support from
EU Erasmus+ program until 2024. So, the situation
still remains fragile. When it comes to film education
itself, it’s difficult to make it sustainable over the
long term.

And this program, we work at several
cinematheques. There are high needs in film
education. We have the CCA]J association, and we
also have support from the ACE, Association of
European Film Library and the DFE, German’s two
national film libraries that are working with us. But
we are still utterly working to find how we can make
our presence still last long term.

This is the video we just completed recently. There
are not English subtitles, but I would like to explain

what was being said.

[VIDEO screening.]
At the very beginning, we train the instructors who
will be dealing with the students. For these adult

participants, it’s not a major training session, but
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more like a very down-to-earth program with 40
wotkshops all over the world involving about 100
teachers and film professionals. This skill allows
people to get to know each other.

Nowadays, we only have Zoom meetings where
we can expect a satisfying outcome. We feel that

meeting in person is very important.

Interculturality

15 countries: Argentina, Brazil, Bulgaria, Finland,
France, Germany, Italy, Japan, Lithuania, Mexico,
Portugal, Spain, South Africa, United Kingdom,
Uruguay

8 regions in France (mainland and overseas):
Auvergne Rhone-Alpes, Corsica, Guadeloupe,
lle-de-France, Martinique, New Aquitaine, Occitania,
Provence-Alpes-Cote d'Azur

about 40 workshops each year

CCAJ

Every year, there’s a different theme. We work on
one theme throughout the year. About 80 film
excerpts will be selected as materials, and these
selections will be classified during the workshop.
There’s going to be a workshop, and adults learn as
well. So, these are even to the adult participants as
well.

These workshops have interests in adults. They
decide what kind of films they would like to
show. Within a year, they give the rules to the
participants so the students have to follow that. At
the beginning, they do exercise based on these rules.
After that, they do an actual exercise on their own.
So, there are going to be about 40 workshops where
they do that throughout the year.

Around February or March, adults get together to
review these initial exercises. There’s the CCAJ blog.
It'll be on this blog. People can find out what others
have done as well, not only theirs. The blog also

allows them to exchange ideas throughout the year.

In the second part of the year, towards end of the
year, they are going to show their collective test
films in each workshop. In June, films are screened
in the presence of the students. We all attend this
screening, This is international A nous le cinema.

T would like to talk about the educational method,
we are proposing here. There are about 80
excerptsthat were selected. People are watching
these 80. There’s nothing new for them because they
are used to device zapping to watch content. They
have their own devices. They watch all these video
clips all the time. But the clips we provide are not
at random. There is concept and also connection
between these extracts. They’re chosen with
purpose. People can understand and get stimulated
by the connections between these excerpts they
watch.

So, by watching these clips, they are used to
watching video clips seriously, and they discuss
that. Also, they go into actual cinematic experience
of creating their own cinema. We have special
instructors to teach these people for filmmaking,
They teach how they make their scenes, and explain
that by showing their own films. Then people realize
what kind of tasks they have when they make their
own films.

Indeed, young students are very used to shooting
videos with their smartphones. But there is a big
difference between using a smartphone and making
a movie, and actually using a camera and making a
film in a workshop. It is very very different, indeed.
So, by working on it in these workshops, we can
enhance and encourage their creativity.

What is important is that our teachers, instructors
and special instructors collaborate in teamwork with
these instructors. We encourage these instructors

to suggest them to have their own hands-on

experiences. We are not going to encourage them to
do research, but really to learn hands-on experience
and use their experience as well. That’s very
important too. The pedagogy is very important that
they make their own. They make their own rules,
and They make their own films. Nothing could be
the same. Without fear or hesitation, We hope that
we will be able to express our opinions freely and
create a method that works for each of us.

It is a sort of training session for the instructors
themselves. I'm sure that by dealing with these
pupils, they can learn a lot from them as well. They
showing them the methodology of filmmaking, but
in a way, they would help them look up on their own
filmmaking and learn.

At the very end, on the stage, people are watching
everybody’s film. And at the joint screening, they all
watch together. The films they made are presented
in front of everyone. Each workshop member
explains the process they used to make their films,
and QA sessions are following that. What we are
surprised every time is that people have wonderful
questions and answers. Their interaction is very
active. Their proactiveness is very impressive.

As the host of this event, we feel that hosting high-
quality screening is very important. The students
have the right to voice their opinions. And we,

adults, are the ones who listen. This is at the

29th edition of the CCAJ
Filming the other - the documentary gesture

CCAJ

end of the school year. We often have guest
filmmakers attending. We call them godfathers
and godmothers. Last guest was Wim Wenders,
and he actually saw the films that were made by
the students. Meeting all these filmmakers is a very
stimulating experience for the students too. The
students’ own films are even the fact that they were
trying very hard. They can really feel that they have
accomplished something. The experience is very
important for their education.

One more important fact is that there's no
competition or prize given in our program. Everyone
has precious freedom. I think that is important
that it's not a competition, or it’s not a contest.
Everyone's free to choose their favorite films. This is
something very important. It’s always moving when
they can choose and when they are candid with their
opinions. For example, it’s moving when a group of
young Japanese students spontaneously say to young
Lithuanian students, “Bravo. We loved your film.”
That kind of interaction between students from
different countries is very touching.

The films that were screened today at the
symposium of the Tokyo International Film Festival
are the evidence that this program is really great.
I think that showing our old selections is very
important too.

We got a lot of feedback from the teachers. And
I was able to talk to these people at the panel
discussion.

Students testimonials can be viewed by accessing the
video via a QR code. For example... they had a talk
about... they were very serious in a work, they might
be charming, some amazing. They were able to talk
to French people, Japanese people, and they enjoyed
it.

One girl said she usually only see films on a small
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screen on her PC, and now she was able to see the
film on a big screen. She was so happy. And there
was a boy who said that he was amazed that he was
nervous to talk in front of people, but here, he felt
so free and started to talk, and he could not stop
talking, and it felt really good.

Our CCA]J provides an open experience. We have
a website available in three languages - French,
English, and Spanish. We hope that you will access
here and watch our contents.

European Cinema Program, CCA]J have
inspired other initiatives, particularly the CinEd
(Europian Cinema Education for Youth) projects
supported by the European Commission. In this
program, the purpose is to have young people

be exposed to European films and enjoy them.

CCA]

Anything in the part of the program, you can still
have access to most of the films.

We were able to build up a collection of 1,500 short
films in 30 years. This collection is a very unique
proof of evolution of our society or school system.
That is why recent films have motifs like “revenant,”

2

“absence,” “lonliness,” “extinction,” “harrassment,”
and all kinds of social issues. We believe that all
kinds of issues are reflected in the children’s films.

In this early October, we just launched the 29th

edition of CCAJ. The new subject is filming the

A year of CCAJ / A nous le cinéma !

CCAJ

other - the documentary gesture. This other person
is a very important theme in society. Every year, we
have seen what we work on. And we are observing
what is going on around this theme. We have a
famous French film critique Serje Daney. He says
that cinema gives us the news of the world. We
believe that is what a program like CCAJ is all about.
We want to give young people from around the
world the chance to share the news to the world.

Thank you very much.

[
Profile

Nathalie Bourgeois

She worked at the Cinémathéque frangaise where she
created an educational department in 1995. Since its
launch, she has been collaborating with Alain Bergala as
artistic advisor and numerous cultural partners. She has
contributed to books or tools for film education and is a
speaker for the master of didactics of the image of the

University Sorbonne Nouvelle-Paris 3.

Our Cinema: Developing a Vernacular Approach to Film

Education in Scotland

Senior Lecturer (Edinburgh College of Art/ University of Edinburgh),
Editor in Chief (Film Education Journal) [Scotland]

Jamie Chambers

Good afternoon, everyone. I'm delighted to be here
with you all today. I'm very grateful to TIFF and
Children Meet Cinema and Ms. Etsuko for having
me here today. It’s my first time in Japan, and I'm
thrilled to be hetre with you all.

I should add that I had two hours of sleep last
night, and I think I’m still on Scottish time. So, my
apologies if I am a bit incoherent in places.

Today, I'm going to be telling you a little bit about
our efforts in Scotland to build a new approach to
film education, and I'm going to speak a little bit
more about my experience as a filmmaker myself
and some of the research that has come out of that
work with young people in classrooms. Most of
what I'm talking about today is presented in these

three articles if anyone would like to follow up on

anything that I've said. You'll find a lot of what
I'm going to present in this presentation in these
three articles, and these two at the bottom here, in
particular, are available for free online in the Film
Education Journal.

I want to start this by giving you a sense of my
perspective upon my film education. I trained
myself at the London Film School in England, and I
subsequently went on to make a series of films both
drama and documentary. Whilst I was working as a
filmmaker, I had the good fortune to begin working
with CCAJ, which Natalie was just telling us about.
I worked with CCAJ for 6-7 years, and I had very
rich experience of film education during that time.
It really inaugurated me into some of the important

questions of film education, and that led me...
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around about the same time I started working in
universities as well. I started studying film, and that
subsequently led me to set up the Film Education
Journal which I'll tell you a little bit more about in a
second.

We founded the Film Education Journal in 2015
with the British Film Institute, and we wanted
people to take it seriously. We take film education
very seriously ourselves, and so we wanted a
publication that honored that sense of seriousness.
The journal was published by one of the UK's
leading academic publishers, UCL Press. It's free
to read online, which is very important to us.
We believe very very strongly the importance of
sharing knowledge about film education. Since we
started, we have published 81 articles from all over
the world, from Austria to Japan to Mexico to the
United States.

Just very briefly, we just single out a few pieces
which are all free to read online. One of the things
that we believe very passionately about is finding
valuable pre-existing writing and research and
thinking on film education and making that more
broadly available. So, we've published two pieces. A
piece by Alicia Vega, a very important film educator
from Chile who developed a very innovative
approach. We published a piece by her talking about
how she works with young people in disadvantaged
communities in Chile.

We also published a piece by Mirjana Borci¢
from Slovenia. Again, a very important figure in
a Buropean film education who has thought very
deeply about how we talk about films with children
and how we start conversations and discussions for
children.

These various other pieces as well. Lani Akande

writing about film education in Nigeria, and we've

also published various pieces. We supported Scottish
teachers to write about their practice as well, and
those are all available to read for free online.

Just to give you a sense of why we feel film
education is so important in Scotland. Scotland
is a small country, and many of us who work as
filmmakers in Scotland feel that Scottish film culture
has never quite developed its sense of deep roots
and strong infrastructure that, we feel, can really
support film culture in Scotland. We've had many
amazing filmmakers, and I put pictures of some
of my favorite Scottish filmmakers up here on the
screen, Bill Douglas, Lynne Ramsey, Charlotte Wells.
We have a lot of talents, but we don't quite have
the culture to support and celebrate those talents.
And that's one of the reasons why I've become very
involved in film education as I see that as a way to

enhance and develop film culture in Scotland.

_l"

why a vernacular cinema for film education?

personal
pragmatic
aesthetic

Lobstercatcher (Granton Primary School, Scotland, 2018)
See You Tomorrow (Granton Primary School, Scotland, 2017)

Film education

I guess that context in Scotland is one of the
reasons why I got into film education. I'd like to
share with you a story about the moment when I
really realized the full power of film education for
young people in Scotland. This was the moment
when I was fortunate enough to be working with the
CCAJ, and I was working in a small primary school
with a P-7 class, 11 to 12 years olds in a town called

Prestonpans which is quite disadvantaged. There’s

a lot of deprivation, poverty, and families that are
struggling.

I worked with this class for a year as a part of CCA]J,
and I met Luke. You see here.

At the start of the year, he was very shy. His teacher
told me that Luke liked films, but Luke was very
shy. He didn't put his hand up. and he didn’t really
participate very much. But as the year went on, he
started to participate a little bit more and dip his toe
in the water as it were. I'm going to show you a little
clip from a film that he made, which was the first
moment when I really saw something spark within
him.

I'm going to show you a short clip. It's just a minute,
and where this came from is that I asked the class
in small groups of maybe three or four children to
make a film which was one shot, had to be drama,
so with actors, and it had to use the foreground, the
middle ground and the background, and it had to
have a sense of emotion. Luke's group went off, and
they shot a version of this film, and they came back,
and they showed it to the class. I was absolutely
gobsmacked by it. What you're about to see is a re-
shot version of it. Unfortunately, it's not the original
thing that Luke shot. We used this exercise as the
basis for a longer film, and as a result, we re-shot
it. But it's the same content that Luke initially shot.
It gives you a sense of this first moment where
he really started to use the tools of cinema as an
expressive art.

This clip doesn't have subtitles, so I should just tell
you what is said in the clip. Luke is waiting to ask
out the girl that he likes. He says, “Will you go out
on a date with me?” and she says, “No, have you
looked at yourself in the mirror?” and she walks off.

That's the dialogue.

[Screening of Luke’s Short Film]

There were lots of things I was struck by about
this clip. The way that Luke used the frame, the
foreground, the middle ground, and the background
was amazing. I was also really struck by the fact
that he was willing to show to the class a kind of
dramatization of a moment when he was humiliated.
I thought it took real bravery to share that sense of
emotion with the class.

And that was only the start of Luke's
transformation. Over the next six months, we
turned that little shot into a full film. Whilst he was
making this film, I saw this amazing transformation
in him. He went from being a very shy boy at the
back of the class to, at the end of the year, he was
able to get up on a stage and laugh and talk and
share his film with people. And he started to interact
a lot more socially. All of this was corroborated
by his teacher, but the most amazing thing was his
reading age, his literacy went forward 3 years in 3
months. Obviously something really really important
happened within him as a result of working with
film.

After that happened, I spent time trying to think
what happened to Luke. Why did that amazing
transformation take place? And reflecting on
my other experiences working with children in
Scotland, 1 came to the conclusion that a lot of
the young people that I work with in Scotland...
their relationship with cinema was characterized
by a sense of dispossession or alienation. They felt
cinemas did not belong to them.

T don't have time, unfortunately, to show you a clip
from this film by Bill Douglas, one of Scotland’
greatest filmmakers. But I’ll describe it to you. It
starts with this young boy who, also like Luke,

lives in a small, Scottish deprived town. He's in the
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cinema, and he watches on the big screen “Lassie
Come Home,” and the images are in beautiful
technicolor. There is big music. Lassie is at the top
of a kind of valley looking out over this kind of
vast vista. But he’s in black and white, and the town
where he lives is in black and white. And I came
to the conclusion that this is the relationship that a
lot of our young people in Scotland seem to have
with cinema. They go to the cinema, and what they
see on the screen is in bright color. But they look
at their lives outside, and they see their lives in kind
of black and white. Their lives are boring. They’re
humdrum.

Frequently, I had the experience that we would start
filming with the children in a town like Prestonpans,
and as soon as the camera went on, they would
start using American accents. They start speaking in
American. One of the young people I was working
with, he set his film in America. I asked, "Why didn't
you set your film in Fife, where you live?" And he
said, "Well, because nothing interesting happens in
Fife."

I guess what I reflected upon what had happened
with Luke. Luke made a film where he used his own
voice. He didn't put on an accent. He filmed in the
place where he lived. His mum was cast in the film.
He cast members of his family. He filmed in the
place where he lived, used his own voice, and drew
on aspects of his own experience. I think there was
also a degree of making up as well. There was a lot
of imagination in there as well, but he drew upon
his own life, and then he saw that on the big screen
ultimately.

I think what happened to Luke, this is just a
hypothesis at this point, is that the color from
cinema was redistributed into his own life to a point

where he felt pretty good about himself. At the start

of the year, he seemed to feel not so good about
himself, but at the end of the year, when he made
this film, he did feel good about himself.

And that led us to formulate this idea of a
vernacular cinema. What we mean by that is
a cinema which expresses a local experience,
which expresses a local voice. It’s a cinema which
encourages children to use their own voices, not put
on American accents to play themselves or to people
like them, to draw from their own experiences or
write the stories about that might happen to them
or people like them. We encourage children not
to write down dialogue. We encourage them to
improvise to put things into their own words. We
encourage them to film in the places that they live to
use the places and the people around them in order
to make their films.

When we reflected upon world film history, world
film culture, we found many other examples
of this way of filming of using non actors, of
location shooting, of almost using an interface with
documentary and expressing place, local voice, and
local culture identity.

Of course, one of the most resonance examples
being Italian neorealism, but also elsewhere in the
world. The Third Cinema of postcolonial nations
films by filmmakers like Ousmane Sembene.
The Fourth Cinema, or the indigenous people’s
movement thinking of filmmakers like the Inuit
filmmakers like Zacharias Kunuk. And also, other
movements in British film history like the British
film workshop movement and the Amber the films
of the Amber Collective.

Our rationale for a vernacular approach to
film education is that we think it is personally
empowering for young people. We think it's

pragmatic because frequently when I have been

making films for young people, there is no budget.
This approach means you work with the places that
are available to you, the people that are available
to you. We also think that there is an aesthetic
argument as well that this approach to filmmaking
allows young people to relate to images as they are
rather than images which are referring to something
else as often happens when children are pretending
to be detectives or zombies or similar.

Our hypothesis, which we are in the process of
trying to explore through further research is that
this approach helps children develop self-esteem,
how they feel about themselves, how they feel about
the places they live, and the communities that they
live in. But also, it helps children develop a sense of
aesthetic attention, so the capacity to pay attention
to color, to light, to texture in the places that they
live. And it's out hypothesis that these two things
are interrelated, that if you have greater self-esteem,
then you are more likely to pay attention to yourself,
to the places around you, but also the other way
around. If you pay attention and are able to find
the value in your own experiences and the places in
the communities which you live, then you are more
likely to build that sense of self-esteem. We are in
the process of exploring these questions with some
developmental psychologists. This paper at the
bottom, which we’re publishing next month in the
Film Education Journal, is our first piece of research
where we're looking to try and explore those
questions in dialogue with cognitive psychologists.
I’m about to run out of time, but I would like to
summarize all of this. I’d like to show you another
short film in its entirety, this time made by another
young person using this vernacular cinema method.
The thing I want to tell you about this film before I

play it is that Bridget, who made this film, stared in

it and did all the camera work herself, was allowed
to take her camera home. She was in a school from
a more privileged part of Scotland where they
trusted the children to be able to take the cameras
home. And as a result, everything that was filmed
was filmed without adult intervention at all, which I
find it very exciting. I should tell you because, again,
the film doesn't have subtitles.

It's a film where a lot of it is drawn from
documentary footage that Bridget has shot from
her own life. Laterally, I worked with her to write a
very, very simple story, which we've pieced together
in between the documentary bits. What happens
in that story is that she asks if she can go to the
sweet shop to spend her pocket money, and her dad
says, “No,” and Bridget ignores him. She goes to
the sweet shop, and she buys these blue raspberry
sweets, and she puts them in her mouth, and they
turn her tongue blue, and she gets into trouble. So

that's the gist of the film.

[Screening of Bridget’s Film]

Thank you very much. If anyone would like to ask
me any questions about anything that I've said in the
presentation, I'd be very happy to hear from you.

Thank you very much for listening;

LEEEEEEE R e e e e e e e e e e e e e e
Profile

Jamie Chambers

He works as a film curator. In 2015 he founded the Folk
Film Gathering, the world's first folk film festival, and in this
capacity has enjoyed working with the Amber Collective,
Michelangelo Frammartino etc..
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Hello, everyone. My name is Emily. I came from
Korea. I would like to talk about what is going on
with children’s Film education and how the film
industry and film education should cooperate.

First of all, let me explain film festivals that I am
involved with, and then I will talk in details about it.
I belong to the BIKY Film Festival -the Busan
International Kids and Youth Film Festival. It was
established in 2005, and we will be celebrating the
19th anniversary next year. As the largest youth film
festival in Asia, we provide a platform for young
audiences.

BIKY started the actual film education program in
2012. Since then, we have been cooperating with
various education organization. In 2017, we were

involved in the PyeongChang Olympics, and since

June 2017, we have been approved as an excellent
organization for educational donation for career
experiences.

BIKY’s major operating activity is film education.
This is going on throughout the whole year. The
film festival itself is held from February to July.

The film festival’s major programs are divided
into competition and non-competition. The films
directed by children are placed in the international
competition category.

BIKY has two types of forums for education this
yeat. We'll be talking about this further later on.
We have KOFIC, which is an organization for
expansion of film education. We invite specialists
and hold debate sessions with them. The other one

is a forum with the Kids and Youth Committee

members.

Now, I would like to go into the details of the film
education.

In 2023, we visited 170 schools directly and dealt
with 20,600 students. We have a major program
called Reading Films, and it's just within this special
category. We are very proud that over 60,000
students have experienced our program.

BIKY has a special research organization called
Special Education Korea Film Education Academy,
and it specializes in film education and study.
We create educational content as well. We have
actual teachers and media teachers as well. It is a
platform for film professionals to network around
film education. It has also created a film education
workbook that fits the theme of public education
cutticulum and creative hands-on activities.

Also, this Korea Film Education Academy supports

the Baro-ssing workbook.

s B1KY)

A @ LcHeliovision

This is something that we really put effort in. Baro-
ssing means something that is so urgent that we have
to do right away. And we created this workbook.

BIKY’s office is within the Busan Cinema Center.
This is like BFI, French Cinema, AFI or Holland's
EYE. It is very similar to those organizations. This
is where the film festival was created. This Busan
Cinema Center is separate from the BIKY and a

different organization, but we have been working

Slogan

WE ARE ALL UNIQUE!

We ARE «
ALL UNIQUE

o SRHEToH

9
g respected ‘Unique’. With this slogan, you can u

pes

BIKY speaks “We are All Unique!” until

BIKY's history

hand in hand for 11 years, creating film education
materials for children.

We also work with Save the Children, which is an
international NGO. We started this collaboration
last year. We protect the rights of children and create
materials through film education. We also support
budgets to create these educational materials.

BIKY is strictly a film festival, but we are a
distribution company as well. Each educational
department creates distribution budget. Five
different educational departments have supported it
so far,

BIKY distributes films, creates workbooks and
sends materials to education offices. These
education offices distribute these workbooks to the
schools and teachers within their districts. There's
the biggest portal site in Korea, and these are
provided for free on the portal site as well.

I would like to tell you why we have been able to
work so closely with other organizations. Busan was
designated as the UNESCO Creative City of Film
in 2014, and there is a creative city team established
within the Busan Cinema Center to expand youth
film education.

There are five district education offices in
Busan.The education office cannot supervise all
schools, but they have other offices in charge of
kindergarten, elementary and middle schools.

BIKY first collaborated with the South Office, and
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currently partnerships have been formed with a total
of four offices excluding the North. We created
over 100 sessions each year.

For the enhancement of the education system,
we need support from other cultural groups. So, 1
would like to share with you an example with the
South office. They have been leading a cultural
network.

They have gathered all cultural groups in Busan to
plan programs. Among them, BIKY takes charge
of the film category. Currently, we have 20 artistic
groups and organizations collaborating. In the South
office, we are offering over 100 classes.

This model is a successful case, and this is where all
these programs are targeted at elementary schools.
Our person in charge of education promotes the
program so that people can feel free to apply. We
send offers to schools to allow them to apply freely.

Now, I'd like to talk about a very important topic,
which is a process for film distribution BIKY works
with 5 of 17 education agencies in Korea. We have a
co-operational relationship with them because Some
of BIKY’s board members are from the National
Education Center. I think that was a big help.

For example, in the Busan office, they gave us a
budget of about 2 million yen, and that also includes
license fee for up to 4 to 5 years. I am in charge of
negotiating that with the sales. And then, we have

the NAVER (platform) streaming content for free.

BIKY’s History

BIKY's history

Up to now, I have talked about how BIKY film

education works. Now, we have KOFIC, the film
education policy and the Korean Film Council. I
want to talk about what they have accomplished
so far and what the limitations are. In order to
revitalize, our business within our film industry and
what we need to do.

We have KOFIC. We want to boost the quality of
the films and drive our film industry itself. In 1973,
KOFIC was founded as a half national organization.
Their paper published in 2017 talks about ensuring
precise self-expression through the medium of
films.

In this graph here in 2018, this is when we started
Film education program, film education project,
and we now have a budget from 2019 up to now, we
have been providing film education.

One of KOFIC’s major activities would be to
incorporate film education into elementary school
education. Just like any other courses that people
can take such as art and music. And to do so, we
came up with four types of classes.

Looking at the number two, we work with all kinds
of experts to complete the school textbooks for
elementary schools. They were in line with the
curriculums, and we selected the model school and
created a workbook.

We also gave support for shooting equipments. As

the teachers did not know so much about film, we
gave them some seminars so that they could also
learn and teach about film.

Having said that, though, to just operate a model
school is not enough, to spread the value of the
whole project nationwide. Once we find a model
school, KOFIC gives them a budget, and of course,
they will work on film education. But , in terms
of publicizing that and raising awareness, schools
would not have the greatest resource. We felt that
there was a limitation in doing so.

So, KOFIC said that even if you did not become
a model school, you could still have access to film
education, where we could provide teacher-friendly
materials. We discussed about this to find out whete
the KOFIC should be focusing on.

So, I would like to introduce the Baro-ssing. We
wanted to expand the film education, and stabilize
film education in curriculums. We wanted it to be
accessible so that we could provide a long-lasting

model for schools.

= INDUSTRY Network kofic e  ®

The intemational debate session for
exploring a vision for the Expansion of Film Education

BIKY Forum  “35%' =&

The venue for discussing topics related to films,
videos, film festivals, and sharing educational
methods s hosted by members of the Kids and
Youth Committee members

KOFIC

The third program is a public web platform, and
this is what I have proposed. We will be working on
this part of business. This is just like the BFI, where
teachers can easily share film education resources.
The best incentive to have a web platform would
be to provide that service, but this is more like a
sharing platform we want to tie into this sharing,

So, we believe that we have to work with the OTT

industry.

So, let me just talk about Baro-ssing,

[VIDEO starting. ]

After teachers who are not familiar with film
education use this for four hour, they can start
teaching the subject.

The license for the film is provided by the Agency
of Education.

We started this Baro-ssing program last year, and we
had 46 groups from 8 cities participating within two
months.

In this Baro-ssing program, we deliver a-film with
the text textbooks placed in a pizza box. We deliver
that to the kids, so, you don't really need a teacher.
It's just a regular program.

1'd like to talk about the involvement with the film
industry as well. There is production support for
young filmmakers.

And here, this is a film called “The Roundup.” This
was a hit film. The person who created this actually
supported BIKY. And this is, as you can see, BIKY
short films, and he owns films that were able to give
us some funds.

The films made by students are not only for
private screening. BIKY has collaborated with LG
HelloVision. It’s a comprehensive cable TV service,
and they had a Children's Day in May. So, this
provides young filmmakers with an opportunity for
their works to be aired once again, and film festivals
can promote their films widely.

And so, there's a chance to air these films that are
made by children here, which other countries are
doing it as well.

BIKY does not have a direct collaboration with this
organization, but these distribution companies. This

is an example of OTT platforms supporting film
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Film education

education. I would like to share that with you. An
OTT platform called Shortbus provides content
to libraries, schools, and cultural facilities. This
is very friendly to users in these facilities. It also
offers locally optimized services for the school
environment and categorizes educational films. The
subscription fee is low compared to other OTT
platforms.

This OTT is becoming very popular not only in
Korea, but also in other countries It is expanding its
field. Films shown on OTT platforms can enhance
film education. I truly feel that the young people will
have a chance to learn filmmaking in their daily lives.
So, we have the film industry, film education, and
the institutions. We feel that these three models
work together and provide the film education that
children should get.

Organizations like KOFIC provide public education,
so we have to play the role of governance. We
should create this kind of networking. And we
should study and research film education materials
that are created every year and evaluate them. We
also provide support to enhance these materials.
Also, the film industry and production should learn
more about what is necessary for film education
and to educate future filmmakers. They should
create programs with film festivals to educate these
youngsters to become filmmakers of the future.

Lastly, the film festivals like BIKY or private

organizations should create materials constantly and
some programs that can be used in public facilities,
organizations, or private organizations. Also, we
should create some networking that can enhance
these.

The film industry is a commercial industry, and film
education is a public organization. We should be
constantly considering who should be the control
tower leading organization, film industry or film
education?

I'll stop here and end my presentation. If there're

any questions, I'll be very happy to receive them.

Profile

Emily Jang

From 2021 to 2022 she served as a film expert committee
member at the Korea Media Rating Board, and since 2022,
she has been serving as a jury for the "Children Right's
Film Festival" organized by the international NGO, Save the

Children.

Film education as human education -

Practice as a public education

Children Meet Cinema board of directors [Japan]

Etsuko Dohi, Nobuhiro Suwa

Nobuhiro Suwa
[

Dohi:

We have participated in Nathalie's CCA]J, and we
always find it to be a great program. We hope
that the program will continue to grow, and we
would like to support it in any way we can. In
Jamie's presentation, when I heard about Luke's
transformation, I could not agree more with Jamie
in terms of how children could change in a few
days, which also surprised us when we had our first
filmmaking workshop. And Emily's presentation
probably left you all shocked and wondering what
has gone so differently.

Now, I would like to talk about our activities at the
Children Meet Cinema. We have made a short clip
that captures the essence of the CMC, so please take

a look.

[VIDEO screening]

This short teaser tells you about our philosophy.
Since the CMC started in 2004, nearly 40 film
directors, including internationally acclaimed
directors such as Mr. Hirokazu Kore-eda and Mr.
Atsuhiko Suwa, have participated in our activities as
special instructors. I would like to explain why these
filmmakers ate so interested in our activities and
what kind of workshops we offer.

First, I would like to mention that the CMC started
in 2004 in Kanazawa, Japan. At that time, the first
thing that came to my mind was the children's
film workshop conducted by Ms. Alicia Vega in
"One Hundred Children Waiting for a Train,"
the masterpiece documentary by Chilean director

Ignacio Aguero.Alicia Vega was mentioned in
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Spread throughout Japan:
205 actives, 7163 Children, 2271 staff in 20 years.

Jamie's presentationas well, and if you are not
familiar with this film, I would like to recommend
you to see it. I learned something like the beauty
of film education. In this film, the children become
more confident in themselves as they encounter
cinema. They become proud of themselves. I
remembered this and thought that if I were to do it
myself, I would want to conduct this kind of activity.
We value two principles. The first thing is that
adults do not intervene or give guidance. Children
can do most things just as well as adults. The only
difference is that it takes time. So, rather than
teaching them how to make films, we try to create
an environment where children can act freely and
watch over them, trusting that they will discover and
encounter cinema on their own.

The other thing is that we let them meet adults who
are genuinely serious about filmmaking. Directors
like Mr. Kore-eda and Mr. Suwa, who are at the
forefront of their field, and the rest of our staff,
are all film professionals. Let children meet people
and adults who are serious about cinema. Children
can be quite loose and tend to say things like, "This

" or "It's too much trouble to reshoot, so

is fine,'
let's just go with it." But at times like that, a staff
member who is serious about filmmaking would say,

"Is that fine? Really? Whatever you ate feeling now

will also be projected on the screen." I think that
the encounter with an adult who is not a parent or
a school teacher, but someone who is crazy about
cinema, greatly influences on children.

In a typical adult-child relationship, the adult already
has the knowledge and the correct answer, but the
child does not have it, so it is given to them. At the
CMC, however, the adults do not have the correct
answers, and the children and adults stand on the
same level, working together toward the same goal
of making an interesting film. We have many kinds
of children who come to our film classes. Some
children don't have a place at school or are excluded
in some way. We listen carefully to these children
and keep telling them, “We need you to make this
film.” T believe that having their presence accepted
in this way will give the children a sense of self-
respect. We keep conducting our activities, hoping
that this kind of experience will give them positive
support throughout their lives.

This is our philosophy, or rather, our approach.
Now, please watch this short video to see what

exactly we do in our workshops.

[VIDEO screening.]

We conduct three types of workshops in the
way that we just showed and run film classes
with a various of partners. As for the type of
our projects, we have both independent projects
and commissioned projects. In our independent
projects, we secure our grants and try to take on
new challenges as much as possible. For example,
France's CCAJ is a voluntary project, always looking
for sponsors. As for commissioned projects, we have
a client like the Tokyo International Film Festival.
We have been conducting a production workshop

for junior high school students called the TIFF's

Teens Meet Cinema Workshop for seven years now.
We have also been commissioned by film festivals
such as the Takasaki Film Festival and the Miyazaki
Film Festival. We have received requests from local
governments such as Toyota City, Showa Village,
and Aomori Prefecture for a three-day production
workshop for elementary school students.

During the pandemic, we could only do one online
session, but before the pandemic, we had held a
symposium every year as our project, sharing an
annual activity report and conducting discussions
with various guests. With these symposiums,
we have received many feedbacks. We have also
attended other symposiums and incorporated what
we learned there into our activities. Next year will be
our 20th anniversary.

Perhaps the environment surrounding film
education has changed a lot over the past decade
or so. Since we moved our office to Tokyo in 2013,
the CMC has been expanding nationwide at a rapid
pace. We receive requests to conduct workshops
and then go out and conduct film classes there. We
have already held more than 200 activities, and a
total of 7,000 people and 2,000 staff members have
participated in our activities. For the first 7 to 8
years, these events were held only in Kanazawa, but
since 2013, when we moved our office to Tokyo, we
have been expanding rapidly.

One of the reasons our activities have grown
nationwide is that we have been commissioned by
the Agency for Cultural Affairs to conduct film
education programs. Since the fiscal year 2019, as
a project commissioned by the ACA, we have been
visiting elementary and junior high schools across
Japan to conduct workshops on movie watching
and production. We always have film directors

such as Mr. Suwa and Mr. Koji Hagiuda as special

instructors, and we go to schools with many staff
members. So far, we have visited 26 schools, and
this year, we are scheduled to visit 15 schools. The
number of schools we visit is growing. To give you
an idea of what kind of activities we are doing,
please watch the behind-the-scene video we created
in the early days when we started the project with a
film production and screening workshop, which we

named “The Red Ball Adventure".

[VIDEO screening:]

We were able to conduct this workshop in 2019 and
2020, but due to the film rights and other issues,
we have changed the film to screen from "The Red
Balloon" to "Hedgehog in the Mist,” and to Andrei
Tarkovsky's "The Steamroller and the Violin". This
year, we conducted the workshop "The Red Ball
Adventure" after watching "The Steamroller and the
Violin".

Now, Mr. Suwa is joining us.

Suwa: Hi, everyone.

Dohi: In addition to this workshop, we also have
a production workshop where we show Yasujiro
Ozu's "Good Morning" and let the children come
up with ideas to enjoy this film more deeply and
work on them with a worksheet. After that, we move
onto a production workshop where they capture the
character who says, "Good morning, it's a beautiful
day," and the next character who says back, "Good
morning, it's a beautiful day," from the front, and
create the third and fourth cuts that follow freely.
"Shetlock, Jt." is another example of the films we
use in our workshop for a much larger group of
200-300 students. In "Shetlock, Jt.," thete is a scene
in which Keaton steps into a movie itself. We ask the

children to play the role in this scene, the children to
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play the role in this scene, and our staff members,
including Mr. Suwa, become a filming crew to film
the children stepping into the screen. The children
do not shoot the film in this workshop, but they get
hands-on experience in filmmaking by acting in the
film.

These workshops are called Traveling Production
Projects, which are outreach programs where we
visit schools. The other project, called the Cultural
Facilities Utilization Project by the Agency for
Cultural Affairs, is a newly started project in which
we send children from schools to movie theaters
on buses, etc., and hold movie-watching workshops
there. While the traveling production project is
held in a gymnasium, this project held in a movie
theatre offers a whole different experience. Children
can focus and laugh a lot while watching a film. I
think that if you watch the same film in a gym with
flickering lights and echoing sounds, it would be
a different experience. I think this is a wonderful
project, and I hope we can use this cultural facility
utilization project to hold more film workshops.

Mr. Suwa has been involved in many projects with
the Agency for Cultural Affairs, but this was the first
time for us to visit an elementary school. Could you
share what you thought about it?

Suwa: Some of you may not be familiar with
the premise, but the Agency for Cultural Affairs
program is a cultural program in which various
organizations participate and register to visit
elementary schools across Japan. We are the only
one organization that associates with film, the others
are theater, orchestra, puppet theater, pantomime,
etc. We are the first to participate in the media field
as a film organization, while many different people
have been running the program for many years.

So, as we work within the existing format where we

are supposed to do a 2-day workshop and then show
some kind of performance, we had to somehow
customize the film classes we normally conduct. We
would watch a film, do a workshop, make a film, and
screen it, all on a schedule of about half a day, half
a day, and two days. Based on this premise, we have
tried and managed to create a program, which is the
outline of this project.

Before the event, we were concerned that since it
was held at an elementary school, it would become a
school-wide event where everyone was supposed to
participate even if they did not like cinema. In our
previous events, we had called for participants, so
only motivated children who wanted to experience
cinema signed up. So, we were concerned about it
before beginning the event, but actually, it worked
well.

It is very difficult to select the films, but I was
very impressed by the children's ability, especially
in the lower grades, to absorb films like "The Red
Balloon," "Sherlock Jr.," "Hedgehog in the Fog," and
others although sometimes a gymnasium is not the
ideal environment for screening such films. Ozu's
"Good Morning" was also a challenge for us at
first. We could screen "Good Morning" in a movie
theater or screening space without anyproblem,

but in a gymnasium, it is very difficult due
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to the sound.

Suwa: Nonetheless, “Good Morning” was a big hit,
especially among the kids in the lower grades.

Suwa: The fart jokes are so much fun. I really had
the sense that the film was directly engaging the eyes
of the audience, including the younger elementary
school children. We sometimes go to a small town

with about eight students in all...

Dohi: More staff members than students.

Suwa: When T ask, "Have you ever been to a movie
theater to see a movier", everyone says, "Yes, I
have." The theatre they go to is usually a multiplex
in the town closest to the venue, and although they
have had the theatre-going experience, it is still
limited. So, I thought the experience of watching a
film they had never seen before in a project like this
would be very valuable.

Dohi: We always need to the choose films we show,
and we always struggle with issues of rights and
length, but what we care about is that the films must
be ones that we think are good. Of course, we want
the children enjoy the film, but we also want to
confidently present films that we believe are "really
good".

Suwa: As mentioned in the CCAJ presentation,
one of the philosophies of the CMC, as well as this
project by the Agency for Cultural Affairs, is that we

also want to look at cinema as an artistic experience.
As Alain Vergara of CCAJ said, "An art experience
comes with a shock," so we must cherish that shock.
Even when we teach at the university level, I am
talking about a regular university, we tend to think
that we should avoid screening a black-and-white
or silent film because it will make the students fall
asleep, and insted show a film that is smooth and
casy to understand.

But when I participated in the CCAJ project, there
was no mercy at all. They show Godard to the
children. Tarkovsky, Godard... T was surprised by
their strong philosophy that art creates a particular
shock, which becomes an experience. I sympathize
with this philosophy. That is something that we
want to keep in mind. At the same time, CCAJ has
clearly stated that it will not have the children's
productions imitate existing norms of cinema, but
rather let them authentically express themselves, and
I think that is wonderful.

We don't want to tell them this is how films ate
made. At my age, I have more cinema experience
than children. When teaching filmmaking, it tends to
be those who have experience teaching those who
have not, but when it comes to true expression or
creation, those with experience are not necessarily
the superior ones. In the creative world, a person
with experience is not necessarily superior, so I
consider myself equal to the children when I work
with them.

For example, when working with junior high school
students, our strategy is not to intervene, so we
watch them from a distance, but there are times
when we have no choice but to intervene. When
they are having a hard time, I try to say, "Wait a
minute, if it were me, I would do it this way." But

as soon as I say, "If it were me..." one of them says,
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"Mz. Suwa, please stop. Please don't say any more. If
you say it, we can't do it that way. If you tell us, we
will lose the choice," or "We don't want to do what
you say, so please don't say anything." I would say,
"I'm sorry," and step back. That is a great moment.
They are thinking for themselves. In that sense, I
enjoy the moment they encounter cinema and figure
it out.

Dohi: It is often heard that despite the strategy
of adults staying out of children's way, they are
actually guiding. But this should not be done from
the beginning. Even only on the first day or half of
the first day is fine, but by creating a situation where
the children can talk alone, and the adults just watch
over them, they can build the confidence to tell
Mt. Suwa, "Don't tell us what to do." If Mr. Suwa
were to give a talk from the beginning, they would
probably just think, "Wow, Mr. Suwa is great,”" and
stop thinking for themselves.

I think that our mission at the CMC is to create an
environment. After the professionals come to the
class, they become equal to the children as fellow
creators... Once there was a big debate heated up
between the participants and Mr. Suwa at the CCA]J,
wasn’t there? They said, "No, I don't think so," and
the debate lasted for about 30 minutes, and I was
on edge. But I think that was wonderful. Especially
with Japan’s education, it is sometimes difficult to
say what you think as you think. I think this is due
to cultural and educational differences, but it is hard
to say something a little different from everyone
else. But it is okay to say it, and the adults there
will never say, "You shouldn’t do that," or "That's
impossible." Once you gain confidence and get to
the level of making a film alongside professionals, it
is probably safe for adults to interfere or give advice.

But before they get to the point, we should not give

guidance.

Suwa: As mentioned in the presentation, we have
been going all over Japan, but the CMC is mostly
run by two people, Ms. Dohi and one person from
the administrative office, so it feels like a handmade,
experimental project. We must consider bringing
this into a more stable and sustainable form.

In Japan, many other organizations and groups work
on various initiatives, each with a different approach
to cinema. We do not take the position of media
literacy but rather aim for human development with
a primary focus on artistic expression, but there
is also the possibility of aiming for greater levels
of literacy. While there are various possibilities
for film education, there are still few initiatives or
movements in Japan to share information, exchange
opinions, and enhance each other, or to organize
film education more collaboratively with the film
industry and the national government, as was the

case in Korea that Emily shared in her presentation.
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Dohi: That’s right. Could you please talk about
action4cinema as well?

Suwa: In addition to these activities... I, Mr. Kore-
eda, Ms. Yukiko Sode, Mr. Takuya Uchiyama, Ms.
Miwa Nishikawa, Mr. Atsushi Funahashi and Mr.
Koji Fukada are participating in the action4cinema...

Mr. Fukada also teaches a film class at a high school.

It is an organization where seven directors and other
supporters call for structural reform of the Japanese
film industry. There is an organization called CNC
in France and KOFIC in Korea, but there is no such
organization in Japan. There is no structure in place
to provide support for films or to oversee various
activities.

Movie theaters across Japan were on the verge of a
financial crisis during the pandemic. This was partly
saved by a crowdfunding activity started by Mr.
Fukada and Mr. Ryusuke Hamaguchi and others,
called Mini-Theatre Aid, which raised 300 million
yen, the highest crowdfunding amount in Japan, and
distributed it to small movie theaters. That was a
great thing, but at the same time, it has revealed that
Japan does not have a system or structutre in place
to provide mutual assistance when such a crisis
happens. I have been lobbying in various places for
about two years that organizations like KOFIC and
institutions like CNC are needed in Japan, even if
not on such a large scale. Sometimes, I feel hopeless,
but I will not give up and hope to do what I can do
one step at a time.

One of the missions of action4cinema is human
resource development and education, and the
development of the film business. I would like to
make young audiences and children more familiar
with cinema, and even if this does not directly
contribute to the film industry, I hope it will have an
educational effect on children in general. However,
I still hope to raise interest in cinema and make
moviegoing more accessible to a broader base of
people.

Dohi: I believe that film education is going to
become essential. For the film industry, too. I feel
that we are in the same boat. I run a movie theater

in Kanazawa, and the environment for filmmakers

is not good because young audiences are not
coming to the theaters. I believe that everything is
connected, so it is important for children to have
opportunities to first develop an eye for cinema and
to become familiar with the concept of cinema. If
this can be achieved, the future will be brighter.

After this, we will move on to the panel discussion,
where I would like to talk about the social
significance of film education and how we can make

it more sustainable and supportive.

Movie Theater
|

__ University

WORKSHOP

P N\ Film Festival

~
City X

\ |
Film Commission National Film Archive

Minister of Cultural Affaire Jatan

[
Profile

Nobuhiro Suwa

Director of 2/ Duo (1997), M/OTHER (1999), Yuki and Nina
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Wind (2022) etc. He works as a special lecturer of Children
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Etsuko Dohi

In 2004 she launched CMC in Kanazawa, and in 2013
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(Panel Discussion)

Significance in Society and possibilities within the film industry

Speakers Moderator
T

Mika Tomita (National Film Archive of Japan)

s
Etsuko Dohi,

Nobuhiro Suwa,

Vanja Kaludjercic (IFFR festival director),
Nathalie Bourgeois,

Jamie Chambers,

Emily Jang

Moderator: Vanja Kaludjercic is joining us from
the panel. Vanja was the appointed festival director
for International Film Festival Rotterdam (IFFR)
as of February 2020. She has a wealth of 20 years
of industry experience. I think you all have some
documents with you, and the documents will include
her biography.

Vanja, can you tell us about some of the activities
that you're doing with children?

Vanja: Thank you very much, first and foremost,
for having me here in Tokyo. It's an incredible

experience to be here. It has been a very informative

day where I have learned a lot about very different
activities from my fellow colleagues. As for
Rotterdam, maybe it's good that I first give a context
about the festival as such. It's a festival that's 53
years old and, today in Europe, is one of the biggest
film festivals for independent cinema, both for the
industry and for the audience.

It has been renowned and known for its activities in
supporting filmmakers who are also at the beginning
of their careers, who have very specific idiosyncratic
language and their own language of cinema. For the

past 25 to 30 years, it has made significant steps in

promoting East Asian cinema and Japanese cinema
as such in Europe and, actually, worldwide.
Nobuhiro Suwa, Rotterdam was your first festival
as well that you visited. And I already saw a few
colleagues, a few filmmakers in the audience.

Today, Rotterdam is a festival that screens about
400 films for the public. It has an audience of
about 250,000 admissions. It has a wide array of
international activities, and it's always known for
doing groundbreaking thing for experimental or
avant-garde cinema, which is also true, but not the
whole truth. The festival, as big as it is today, caters
to a wide spectrum of films as well as such from
those nations, avant-garde cinema, but also to genre,
popular cinema, and as of ten years, also educational
cinema.

About ten years ago, we started our educational
activities, and there were two main reasons for doing
so. One was that we noticed that our audience was
aging dramatically. We also noticed that younger
generations did not start their familiarity with
cinema going into films by visiting film theaters, but
rather on devices selecting works by themselves,
meaning that there was no sort of way to get
introduced to the cinema in the same way, like a lot
of us had done so.

I'm going to rush through this because I'm

Vanja Kaludjercic

not going to tell you about all ten years of our
experience. But where are we now? We have a team
of five people exclusively dedicated to education,
screenings, and content and activities. It's the only
program that goes throughout the year. We have
curricular programs that we develop together with
teachers and schools. We develop educational
materials and select films that we show in cinema
that we collaborate closely with throughout the year.
Our program is devised into three most important
axis. One is the curricular activities that we work
together with teachers and students. The other two
are extracurricular activities, one for children and
their families with a lot of programs and workshops
that we do outside during the festival for it, and the
other one for the older, younger adults. We have
also the talent development programs as well.
Moderator: Is it like discovering talent?

Vanja: It’s more like training of skills. It's for
vocational studies we teach children or younger
adults how to work not only behind the camera, but
other disciplines such as sound recording, image
recording, cutting, editing and so forth.

We cover ages from 4 to 24 in curricular activities.
We make film programs with moderators always
covering specific topics for all these ages, and then
for extracurricular from literally zero. We even have
a baby film club, which is very popular. Children and
babies love experimental cinema. I can tell you that.
And what is important to know is that we work with
more than 200 schools, and yearly, we have about
30,000 kids attending our programs and online
activities that we do. About 250,000. These are the
numbers from last year. So, over those ten years, it
really became a successful activity.

Moderator: Thank you very much. Let’s move

onto a panel discussion now. I would like to also talk
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about why the National Archive is conducting this
symposium. We have a class called the Kids’ Cinema
up to junior high school kids, and we started in
2002. We do this in the small hall for four days
during summer in July. During the four days, we
show silent films with the personality out there. And
every time, it's a full house.

Other than these activities, and since we're a
national institution, we have to really expand out to
all kinds of areas. We also work with the community
cinemas and have Kids” Cinema on a regular basis
in different cinemas. For the past 30 years, we have
held this viewing screenings of Japanese classic
cinema. We also show animation movies for families.
We go to cinemas from Hokkaido down to Kyushu
with the 35 mm films.

However, in each of the cinema, we always have
common issues. We have lack of resources, and the
audience is getting older, especially in our venue
here. We need to nurture the next generation of
audiences. To do so, we hold screening events for
children and younger people.

We are not doing a workshop for kids, which, we
think, is an issue. That's why we are talking with
Children Meet Cinema. We were planning to do
a symposium in March of 2020, but because of
Covid, we couldn't. And it was postponed until this
time, with the great support of TIFE, we are able to
have an international symposium instead. So, since
2020, we have been working with CMC, and we have
our purpose, and TIFF has theirs. The motivation is
very high. We are like in a bootcamp these past few
days.

A few years ago, when we were talking about the
next steps, we said that we should create horizontal
connections and get people to support us in Japan.

We talked about supporters, venues and schools

that would accept us. As supporters of the festivals,
we need to create this network and share our
information. That would be our next step.

As a national archive, we want to learn a lot because
we haven’t really been doing much in the past
years. We would like to see what we can really do.
So, people on the stage and in the audience, please
give us your open and honest opinions. We'd like to
make this like a forum.

Lastly, T want to ask you all here. Who's involved in
children's film education and screening? I'm sure
there're a lot of people, right? So all of you here
today, meaningwe can all use this as a network.
Thank you so much. Sorry that I spent so much
time with the intro.

We’d like to start with a panel discussion. Please
start with Mr Suwa, who said he wanted to hear
views on the social significance of this film
education.

Suwa: Okay, we have limited time here, but I
would like to know how each of you involved in

film education considers and feels about its social

significance.

Etsuko Dohi, Nobuhiro Suwa,
Vanja Kaludjercic

Nathalie: We asked the teachers, and they have
many things to say, but some answers stood out to

me. A teacher from Frankfurt, Germany, says that

parents and pupils tell her that their overall school
results have improved, thanks to their success in the
film workshop.

The teacher also says that it has brought out of the
best in the students. For some, the workshop helped
them gain confidence. Some very shy students were
able to make new contacts and open up, thanks to
the film projects.

Another teacher from a French workshop says that
it's not just about students, but also about teachers.
I think it's linked, of course. She says, “What was
interesting is that teachers were moving forward
at the same time as the students were. From a
pedagogical point of view, the experience was very
informative for us - putting ourselves on the same
level, adopting, analyzing, and asking ourselves
the same questions without really mastering the
subjects.”

And this is specific to the international program,
but she adds, “For all groups, it was often the first
time that international students from countries like
Japan, Finland, and Bulgaria open up to each other
culturally. We felt it’s a major asset of the project.”
Also, a teacher from a workshop in Portugal says,
“This project is extremely important for me and
for the pupils at the Lisbon School because it
enables them to develop artistic, technical and
civic skills within a community that includes pupils
from different socioeconomic, cultural, linguistic,
geographical and religious backgrounds.”

He adds, “The work carried out demonstrates how
cinema can unite and help to overcome differences
and build bridges between people whatever
their origins are. This cinema project is an ideal
opportunity. for these young people to see the
world, in all its diversity, as a global community,

without setting borders and barriers.”

Jamie: Just to reiterate what Nathalie said. I mean
the kind of story of Luke that I shared in my
presentation is just one of many stories that I've
witnessed myself whilst working in both primary
elementary's students, and secondary students. The
secondary students are kind of older in terms of
both significant boosts and confidence, so I guess,
personal emotional development, but also a kind

of more holistic development. I mentioned Luke's

Jamie Chambers

reading age, and Natalie was talking about school
results and academic performance, in general,
raising. But we've gotten a lot of anecdotal accounts
of that both from teachers and from parents, and
just ourselves being in a classroom witnessing that.

I guess the thing for us at the moment, and I
touched upon this in my presentation, is that we're
trying to move beyond the kind of anecdotal
level of evidence, and that we know we have such
a strong conviction that film education does all
these things. We don't need to prove it to ourselves
anymore. But I guess in the UK, and hearing
the presentations, it sounds like the same is true
elsewhere in the world that film education is kind of
chronically underfunded. So, the battle is to convince
the government to resource and fund properly. In
the UK at the moment, we have a very conservative

government, and the arts and humanities are under

67



68

attack. The very value of studying the arts at all
under our current government is in question. I
mean, hopefully this government won't be in power
much longer.

Vanjaz: I learned it from my experience.

Jamie: Thank you. So, I guess we're in a position
of trying to prove what we already know and
use that to convince those who could fund film
education properly to do so. I just want to finally
add to what Nathalie has already outlined - the kind
of dimensions of film education. Something that
we found in Scotland is that film seems to come
into classrooms with a kind of energy that other art
forms don't have for young people. It seems to be
a medium that is already significant and valued for
young people, and as a result, as a kind of power
and energy.

I guess the way we've seen that manifested is that
students who, maybe, struggle with more traditional
literacies, in terms of literature, seem to feel a sense
of connection and empowerment when interacting
with film. For example, I think there's often a sense
in literature classrooms and English classrooms
that the teachers have a kind of sense of ownership
of the books because they know them so much
better. Whereas with films, and particularly films
that are more recent, there's more of a sense of an
equal playing field, I suppose, between teacher and
student.

To conclude, we have found that film has the power
to reach students who are, maybe, hard to reach in
other subjects.

Emily: I think everyone knows the meaning of
education already. The philosophical and social
meaning it has, already. So, I'd like to tell you about
the social value in the industrial perspective.

The first one is the future audience cultivation. Film

education can cultivate the future audience. It is a
very important part.

The second one, through film education, the
children and youth can learn work experience. It
helps to create future workers in the film industry. I
think Japan, Korea, and all the world have to focus.
We don't want to kill the industry.

The final reason is this capitalism, this global
economy. The importance of content creation will
get bigger. Eventually, making and inventing creative
and productive IP, which means intellectual property
development, is necessary. To get IP, creative ideas
are necessary, so I think education can be a way to
make them.

I think the Japan industry and the workers in film
education have to make a network, and the first step
would be agreeing with these reasons.

Dohi: There are several graduates of CMC here
today. Instead of me talking, if any of them are
willing to share their stories, we would be happy to

hear what kind of impact CMC had on their lives.

Etsuko Dohi

Audience: I work for a film production company.
After I participating in CMC, I wanted to become
an actor. In high school and college, I learned the
enjoyment of creating something in a workshop
and wanted to make it as my career. As a graduate

of CMC, I'm an enployee of CMC and the film

Aya Kusunoki

industry, and now, a part of the Symposium. I
realized that I was blessed with the environment to
be able to create films.

I'm thankful that they created this environment for
me. I tried to remember and realize what I wanted
to be able to do back then and what I can do now.
I’'m in the film industry, and I might be one of the
future filmmakers. I would like the teens of this
generation to understand and become interested
in film. Just like me, I wish that they try and get
ownership of this and wonder what they can do in
filmmaking,

Suwa: When these elementary school kids grow
up, they might work in the film industry, they might
go to film school. Whatever you're doing now can
lead to a future in a few years from now. I would like
to talk about two things.

Jamie mentioned the changes that he has seen in the
children. Japan may be in a very unique situation.
When we talk to elementary school teachers, they
say that today’s children tend to have low self-
esteem. Also, suicide rates of adolescents is going
up while the rate in general is going down. Maybe
there are some kind of societal issues causing that.
But creating films and expressing something can
help youth nurture their self-esteem. Maybe that's

one good way film education can contribute to.

And as Emily said, in the film industry, there're
things we need to do. For example, Japanese movie
audiences only see about 1.7 movies per year. I
forgot the exact number, but I think, in Korea, they
see about 4 films per year. In France, it's like 3 point
something. These numbers are three or four times
larger than the number in Japan. The Japanese film
industry people need to increase the number of e
audience.

Whatever we do now will make a change in ten
years. If we don’t do anything now, nothing's going
to happen in ten years. So, as a film industry, we
have to really think about those things. Of course,
there is lack of resources. It's a very serious problem
in the film industry. I don’t think they are taking
any action to try to resolve it right now. There are
some movements to improve the working style
and working environment, but I'm wondering why
people in the film industry do not think about it.
Why don't they think we should do this and by
when? They should set a goal and act instead of
thinking like “If today is a good day, then fine.”

I think there are about 600 movies being made
pet year in Japan. It's quite a big numbet. But the
revenue is mostly generated by the high ranking
movies at the top. It looks like, revenue-wise, the
number is going up. But can we say confidently

that we have high potential in the film industry? I

don't think so. The whole industry must think about
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nurturing young audience, but it is quite difficult. I
guess I'll just have to keep saying these things even
though it’s not easy to make any progress.
Moderator: Emily spoke about the value of
filmmaking and involvement with the film industry.
Vanja and Emily, if we are trying to promote
film education, how can we get the involvement
and support from the film industry? How can we
nurture young people? Any potential there?

Vanja: I can speak more confidently from the
point of view of a film festival. Now it's been ten
years since we started educational programs covering
all ages from 4 to 24 years old. And it has taught us
a lot. It has taught us how to communicate better,
not among us as festival educators that they're
specializing in teaching children and developing this
curticulum, but also how we interact and talk with
schools and the students.

In a way, I'm grateful that we started this program
ages ago. So now, it's very well-established because
the two Covid years have profoundly changed
the entire society. It also has meant that for some
children who started with the primary school for
two years. At least in Holland, they could not
interact with their colleagues and socialize in the
way, but they were interacting with everybody
online.

So more than ever, right now, our focus with young
children throughout the year, but also throughout
the festival, is to emphasize the social interaction,
the critical thinking, and the dialogue workshops.
They can craft. They can physically do things that
they can create and make things, not only scroll
from one content to another. So, even when we
talk about images and making of the images, we
are approaching it in a much more practical and

different way now.

With junior high and high schoolers, they are finding
themselves in quite an unprecedented situation. In
Europe, that is the case. They are fearing their
future, they're being very open about it with their
teachers and with us as well, and they help us think
together in how best we can approach by creating
our own programs.

Well, they say we have, of course, a war in Ukraine.
There is a war happening in the Middle East. They
keep saying, “The wortld is on fire, it's falling apart.
How can we best prepare for the future?” And of
course, teachers come to us saying, “We also do

”

not know essentially,” or “Please help us create a
program.” At a workshop, we can see different, not
necessarily solutions, but dialogues and ideas about
the world we live in to best equip these young adults
into the life that they don't know, whete they atre
heading in. And cinema can have a very instrumental
role in shaping certain ideas and offering certain
possibilities for these young adults, at least, to
choose something for themselves and think on their
own what this could be.

Moderator: Thank you very much. Actually, this
morning, we were talking about the possibility
of the film industry during the panel discussion.
Nathalie and Jamie came up with this idea. Why

are these prominent directors involved in the

Vanja Kaludjercic, Nathalie Bourgeois,
Jamie Chambers

program in Japan? This is amazing, This is a kind of
expansion. There are individual directors involved
in, but it’s not an overall thing. It’s like some
volunteers are helping, so I think it’s still a problem.
Is there any program that you have done to get
people in the film industry? I would like to hear and
receive advice from you.

Nathalie: So many things to answer to that. Some
off the record and some not.

Just to make a point of French situation. Of course,
France is always some kind of example because of
the Public Ministries of National Education and
Culture. Since the 90s, we've been working together
to promote film education in schools. So, the
situation is different in France.

Of course, when there’s willingness of ministries,
especially the National Education and Culture
Ministries, it changes the situation because teachers
are allowed to do things during school time with
their students.

In the past ten years, there has been a tendency
in France that is generalization of film education
for the purpose that all students should meet art
culture during their studies. There are new things
that are proposed to reach this objective. But it
causes some conflicts because if you are trying
to teach everyone, you may be sacrificing very
thorough, detailed, and focused training. Protecting
high-quality projects, trainings, and all these things
shouldn't be suppressed or in difficulties, because
they are not involving enough pupils. The numbers
or the pragmatism shouldn't replace the quality of
the training of the program.

It's important to know what we want with film
education and what it means. I'm very impressed,
sincerely, by people, filmmakers, and also, the same

teams involved in cinema education and exigent

Nathalie Bourgeois

about that, because what may happen, for instance,
in France, T don't say it is a situation, but you have
filmmakers, and you have some people who care
about film education, and they are not filmmakers.
So, where is the industry in that? It's another
question. If filmmakers are really involved in film
education and willing to keep high quality as it is
the case with you in Japan, it's a very good situation
to start with. If filmmakers say, “That’s enough for
kids.” that’s dangerous to my mind.

Suwa: In a way, there are so many things that
we are envious about. Through these educational
activities, people tend to build up their own
beliefs of how cinema education should be done.
When they have that kind of strong belief, they
often hesitate to accept or support an educational
program that does not share the common idea.
So, there may be many people who disagree
with the way CMC works. Once it becomes like
that, the education itself will fall apart. In film
education, there are different objectives. There is an
aspect of vocational training with which we nurture
personnels for the future professionals in the film
industry. CMC creates opportunities for children
to have artistic and collaborative experiences as a
part of human education. It’s a holistic approach

for nurturing human beings. If there are different
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objectives, we should not compare them in the
same field, but instead, share different ideas and
experiences in a productive way for positive
collaboration. The interesting thing about education
is that it sometimes creates unexpected outcomes or
situations beyond educational objectives. A career
education could create completely unexpected
effects or opportunities and happen to invite people
who have never leaned filmmaking into the industry.
Education itself is a broad concept, so it is very
important in Japan that we share the place to think
together without confrontation due to different
noises. We shouldn’t just think domestically. It’s

important that we learn what’s happening outside of

Japan.

o ol

Nobuhiro Suwa

Moderator: Thank you very much. Emily, would
you like to add?

Emily: I think film education is not only related to
filmmaking. We have to see all the processes flow in
the film industry from writing scenario to releasing,
distributing, and even selling films.

TIFF has TIFFCOM as its film market. I think
TIFFCOM can also educate how to sell films. I
think children can learn how to sell a film, and then
they have to learn how to make a film and also
engage in economic study. I just want to suggest

that all the film industry categories have to cause

how we make in film education.

I’'m going to give you an example. Shochiku has
their own multiplex, MOVIX. It is a huge multiplex
in Japan. Maybe MOVIX or any other theater can
collaborate with nonprofit organizations like CMC
(The Encounter Project Children Meets Countries)
and make a partnership with the education office.
Children can see great movies without license
problems in Shochiku theater, the MOVIX, and it
can be certified as regular school class because these
programs are brought to you by the Ministry of
Education or the Education Center. We have exactly
the same model in Korea, so I'm going to tell you
about this.

In Korea, Shochiku is a CJ Foundation, and MOVIX
is a CJ CGV with huge multiplex theaters. There is
program called Heartbeat Film School which was
organized and started in 2016. I think we can find
diverse ways to educate children. There are still
possibilities as long as film industry people still exist.
Moderator: Let’s move on to Q&A. I couldn't
really mention those who have submitted these post-
it, so I would like to open the floor for questions.
Please let me know or show your hand.
Audience: This is a question for each one of
you. I am from Kanazawa Community Cinema
in Kanazawa prefecture. I give children a film
education there. In Korea, as a part of school
education, you might have 10, 20, or even more
participants in a workshop. In Scotland and CCA]J,
do you also have a large scale of workshops? If so,
could you share what kind of programs you offer?
Nathalie: We have many students in a class in
France. It could be 30. So, they make a film with 30
students.

You must feel that's a big number. The ideal number

may be 10, but if there are 30 children, we will

make the most of it. Filmmaker and actor Matthieu
Amalric came and talked a lot and was very aware
of all that. It's strange how they managed to do
personal films with personal feelings, emotions as
there are 30 to do the film. So, it's very smart from
the filmmaker and the teacher to handle it. It's not
only common. It's not democracy. It's not like they
are going to vote for the ideas. Are they going to
vote where the camera should be placed? No. They
are willing to keep something personal, even if there
are 30 students. How can you still make a film with
personal feelings and emotions when you are in a
big group? That's something you should work on.
Just to add something - the final filament is not the
purpose, it's not the only objective. The important
thing is what children experience in the process.
That's why, before the exercise, they work in
little groups, one by one. Of course, film is really
important, and screening film together is really
important. But all the processes and exercises you
have in small groups are also important.
Moderator: Thank you very much. All of you have
dealt with kids more than 30 in a class, correct?
Dohi: Yes. I think Ueno-san wanted to know if
and how they make one film with 30 children.
When there are 30 children, we would break

them into five to six groups. In one of the

projects with thecame up with a different

content so that everyone could participate.

Agency for Cultural Affairs, we had 200 participants,
so as you saw in the case of Buster Keaton film,
we had. There are different ways like viewing rather
than making a film. If you talk about a cinema
viewing workshop, 30 is somewhat a small number.
If you hold a workshop in a school with 100 or 200
students, we create a workshop where children can
watch a film together.

Suwa: Some people on the stage may be surprised,
but we are trying to find a way to do with 200
children. It's a bit crazy, but we have no choice but
to do it. We're trying to twist our heads around
to come up with something we can offer to 200
children gathered at a gym. We are currently trying
to create a workshop that children can get excited to
participate in after seeing the Buster Keaton film.
Vanja: In Rotterdam, it's very similar. It's a range
depending on what we're doing, If it's scriptwriting
for small kids to learn how to write and express
themselves, it can also be for a group of six people,
six young children. Workshops and filmmaking
classes are not only about filmmaking, but also
craftsmanship as such... they can be between
20 to 30. But during the festival, of course, we
have screenings with 700 children in a room,
entering, screening, stomping like this. It becomes
this monumental experience. The key is to have
moderators who are really trained to know how
to engage children with films, how to think about
certain things, and how to engage them in the
discussion afterwatds. It's highly demanding, but it
is actually possible to also do them.

Emily: In Korea, rather than holding a program
with a large number of students, we think about
how to grow a program itself.

There are fantastic teachers out there. But some
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Emily Jang

teachers have no idea or have never heard of film
education. During the pandemic, there were physical
limitations, so we explored possibilities.

Therefore, we decided to provide some universal
materials anyone, even teachers who have no idea
about film education, can utilize. These universal,
accessible guidance and workbook are available
online for purchase. Or there are an application and
delivery system, so schools can quickly obtain them,
and students can access to these materials. We came
up with the system. I think what's important is to
come up with such a system.

I’'m sure Japan has a film promotion council. To
move forward swiftly, it is important to explore
and study about it. You seek for a way of how to
collaborate with them on the issues you're facing
with.

Moderator: Thank you very much. KOFIC is
needed in Japan.

Audience: My name is Kondo. Question to Emily.
You talked about three parties: film education
organizations, KOFIC and the film industry. The
collaboration in concrete, how is it done, this kind
of three boundaries involving? Do you create an
opportunity? Who takes initiative in gathering
everyone? Do you have meetings regularly? Who

provides such an opportunity? Who is the main

player?

Emily: Well, someone, the leader, CEO, all the top
film industry leaders, they need to get together and
have discussions. Suwa-san, for example. In order
to create a movement, we need someone to play the
role. But one person isn't enough. We need multiple,
several people. We need to gather them, then the top
personnels of education organizations, film industry
and film organization must be included. These three
players gather in one location. What if it's not
possible? Maybe have demonstrations or have a rally
to get the attention. Make some noise.
Moderator: Thank you very much. Any other
questions?

Audience: Thank you very much for this
wonderful opportunity. In Nagano prefecture, I run
a cinema. Many things could be sympathized with.
In my cinema, we started a new project called Ueda
Children’s Cinema Club in 2020 for those who
have difficulties going to schools. In Japan, we have
about 290,000 children who have difficulties going
to schools, and the number keeps going up. As Mr.
Suwa mentioned, suicide rates are on the rise as well.
Once we launched the project, we realized that
having communication itself with these children
was just not easy. For some of them, moviegoing
is the first reason to step out of their homes after a
long time staying at home. We met many kids having
issues for the past 4 years. With Dohi-san, I learned
about the activities of CMC. We had workshops
to make films. We watched Buster Keaton films.
It was a workshop that plays in our cinema. There
are many things I want to learn. How can we best
communicate with these kids through the medium
of cinema? Also, Vanja, you mentioned that cinema
could create an opportunity for kids to go to school

and bring good changes. Maybe this is really a theme

of today. How can we show the progress of these
children and the power of film education to the
society? How good can we do to kids?
Moderator: The first question is how do we
children who are making good progress. The second
question is how to communicate with kids who have
some difficulties in communication.

Jamie: Sure. Thank you. Answer to your first
question - how do we try and demonstrate that
positive impact? It’s a good question. I'm part of
a team in Scotland, who have just put in a very big
research bid to the UK Research Council, which,
we hope, will allow us to study a film education
project for two years. And our hope is to take lots
and lots and lots of different forms of data. I think,
hopefully on a qualitative level, we can interview
the kids, the parents, and the teachers, but on a
more quantitative level, we are hoping to ally with
cognitive psychologists who work with children to
find other ways of trying to demonstrate the same
thing. So, I guess, if we get the money, our plan is to
try and evidence it in as many different ways as we
can.

I don't really know the answer yet, but hopefully,
if we're able to conduct that research project and
explore lots of different ways of measuring what,
we already know, is happening. We already know
that children are having transformative experiences
with film education, not in a straightforward way,
sometimes complexly, but I guess the goal of
that project is to try and work out how we can
demonstrate it.

In terms of reaching hard-to-reach young people, 1
wonder whether Dohi-san might have more recent
experience at this than me, but when I was working
with older learners, I did some work. At a school

in Edinburgh where there were young learners

who had been kind of largely excluded from class
and were on the kind of periphery of being in
education at all. I guess my experience there was
no substitute for time. Just having enough time, I
felt that it took a long time for the young people
to trust me. There was no shortcut. There was no
way to get there quickly. I spent a year with them.
I kind of came in every week, and the first 3, 4,
5 and 6 months, I got very little. They would sit
in the back of the class, and they wouldn't really
interact with me. But by the end of the year, I
had some kind of real, genuine engagement from
some of them, not from all of them. So, I guess
my answer would be there's no substitute for time.
Moderator: Thank you very much. The time is up.
We would like to learn more, but we would wrap up
the panel discussion. Thank you very much for your

participation.
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Hisashi Okajima

(Director, National Film Archive of Japan)

What a great symposium. I was amazed at the quality of

the program. Thank you very much, Natalie-san, Jamie-
san, Emily-san, Dohi-san, Director Suwa, and Vanya-san.
It was really a wonderful symposium.

On a personal note, I am very happy to say that 41 years
ago, I screened "The Bill Douglas Trilogy" here, and the
boy Luke reminded me of the memory. It was so great
that I would like to quote Peter Bogdanovich who talked
about the impossibility of film education back in 1976.

I have only met Peter Bogdanovich three times, but he is
my mentor. Please allow me to read this. He was trying
to say that film education was something you cannot
provide - this was in 1976.

A director now can “come up” without a background
in any of the arts film. I don’t know that that’s good.
I didn’t come from drama school, but from an artistic
heritage. Up umtil now, no one has ever wanted to “be a
director” while growing up. Now they do — from the age

of eight.

That’s good, and also dangerous. The thing that made
the first generation of moviemakers do rich is the fact
that they didn’t want to make pictures when they started.
Thus, There was a tension, always, between what they
really wanted to do and what they found themselves
doing. Griffith wanted to be a playwright. He wasn’t a
very good one, but he was a great director. There was
a certain amount of disrespect for the medium which
enabled him to do those things which no one else had
everdone before. Ford would have been much happier
as a naval hero. I don’t think he took that much pride in
movies. But he was poet — so what can you do?”

I believe we have been given many answers today to this
question, "What can you do?" My greatest appreciation
goes to the Tokyo International Film Festival for
organizing this program, and to everyone at the Children
Meet Cinema who has always been involved in this

project. Thank you all very much.
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