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Introduction by Despina Mouzaki, TIFF’s director, and Thodoris Koutsogiannopoulos, film critic and dis-
cussion’s moderator.

Thodoris Koutsogiannopoulos
I

Emeidn unapyel éva reel Tng Fox kat emeidr| To Koo pag givatl piktd, 6a mpdteva va Eekivijooupe
pe autod. Na Soupe KaTtd KATTOoL0 TPOTTO TA EMTEVYUATA TOU OTOUVTIO KATA TN SIKN oag mpoebpia Kal
META va EeKIVOOUME e EPWTACELC I ME KATL TTou Ba BéNate gogic, KateuBeiav Pe EpWTAOEIC amd
TOV KOGO.

Na &ekiviow Aéyovtag moco e€alpeTikd omdvio ival va éxoupe évav OleuBuvtr oToUVTIO TTOU
MINGEL Kal EMNNVIKA. Eixa cuvavtriioel Tov kKUplo Gianopulo mpv amod pepIkd xpovia oTo APTL TToU
akohouBnaoe tnv emionun mpeuiépa touv “Master and Commander” otnv AyyAia. Kdvape pia civtoun
ou{rTNoN Kal Pov &ime Tooo mepripavog ATav yla auto To POTekT -katalafa 6Tl gival KATi Tou o
i610¢ T0 Mpoomadnoe mdpa oAU, TTOAU TPOCWTTIKA. XApNnKe TTou ByrKe auth n tawvia, aveédptnta
amo 1o av Oa ékave TEPACTIA EMITUYXIA I} AMAWG emTuXia. OéAw AOITTOV va pWTHOW: TIOIO €ival TO
AYaATTNUEVO OAC QIAL ATTO TA ATTOOTIACATA TTOU EiGAE KAl AV PEPIKA armd Ta ayarnuéva oag oxedla
givar e€aipeTikd SUOKoAO va uAotoinBoUV - SiveTal TTPAYUATIKA HAXN YA va Yivouv;

Jim Gianopulos
To va pwTno&l Kaveic mola amd auTéG TIC TAIVIEC TTPOTIUW ival oav va BéAel va pdBet moto amd ta
madld pou ayanw mePLocOTEPO. Ayamw OAeG auTég Tig Tawvieg and -I'll speak in English now. Any
movie is a lot of effort. As you said, sometimes they succeed financially, sometimes they don't,
sometimes they succeed creatively, and sometimes they don't.

But a movie like “Master and Commander” was a work of love and a work of great effort. A movie

like that must be done properly. You can put someone on a ship and shoot close-ups, limit the

costumes to a few and avoid some of the sounds and effects, but it wont be the same film. That

film actually cost 122 million dollars, which is a lot of money and it’s particularly a lot of money for
a film that does not conform to what Hollywood usually thinks of as films that will have enormous

commercial potential.

It's not a movie for teenagers; it's not a movie for people that don’t have an understanding of his-
tory. It's a dramatic film; it's not a comedy. Except for one brief sequence, there are no women in the

movie; it was a big decision whether or not to remain faithful to the books on which it was based,
or to throw some random love affair in the middle and we decided not to do that.

In the end this film was nominated for 7 Academy Awards and 10 -thank you-l thought 11 and | said

no that’s too many; maybe 7, | thought. Obviously it got enormous recognition from the Academy

and performed very well, it was not one of our biggest blockbusters, but it's a film whose journey
was very satisfying and an important work.

| don’t make these movies. Very talented people make these movies and very passionate artists

make these movies and my job and all the studio people’s role is to really make that possible, to

guess, to take the risk, to provide the money, to provide guidance. But it’s also to stay out of the

way and let creators create and let them realize their visions. Even if you speak to a director about
what the film will be, no matter how detailed the scenario, no matter how beautiful the storyboard

is, that film is in his or her mind and in his or her vision and it’s only when you begin to see it daily,
when you begin to see the film emerge, that you really understand.

A particular example of that is the first movie we made with Baz Luhrmann,“Romeo + Juliet”. I think
of that as one of the best examples of complete and total faith in a filmmaker. Baz had made a small
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movie in Australia called “Strictly Ballroom” which was distinguished by the fact that it was beauti-
fully composed visually. It was excellent storytelling and what was really beautiful was the visual
images that he created for what was otherwise a pretty simple love story.

And so, when Baz came to us and said “I have this idea, I'm going to make this movie with this
young kid”-and you have to realize that not many people knew Leonardo DiCaprio at the time and
Claire Danes was a television actress, very talented woman-; so, he says “I'm going to do “Romeo
+ Juliet”, “Oh, that’s nice”, “but it’s going to have purple cars and Dolce & Gabbana costumes and
chrome guns and it's going to be post-modern but everyone will speak Shakespearian English
from the original play, the original prose”

And, you know, for a studio person to hear that, your mind sort of ceases for a moment. “Say that

again? We are going to do what exactly?” And you just really say, “I really can’t put my brain around

it, | can't see that”. And then “Who is going to go?” Some people will like the idea that it’s a romance,

but kids don’t want to read Shakespeare at school, they don’t want to go and pay 10 dollars to see

it, and that’s not going to work. And then all the Shakespeare purists and the art film people will

say, “This is a perversion of Shakespeare, we can't see that”. So, you go back and forth and Baz says
“I just need 12 million dollars”.

That's when the job becomes really wonderful, because 12 million dollars to an individual is an
enormous amount of money, but in the world of Hollywood films it's not a very significant, sub-
stantial budget. And every once in a while you have to say “You know what? Let’s go see what that
looks like and let’s give this very talented person that opportunity”. You don’t get to do that very
often and it doesn't always come out in the way that “Romeo + Juliet” did. And, by the way, the
other thing | didn't mention is that “Romeo + Juliet” had been done half a dozen times; it had been
done by Zeffirelli, it had been done by everyone. It was not something that no one had seen, but

no one had seen Baz Luhrmann’s version of it.

And then when it came time to do “Moulin Rouge’, well“Moulin Rouge” that’s very exotic, everyone
knows all the exotic nature of “Moulin Rouge” in the turn of the century and Paris and all that art
and beauty and so on. And so now, that’s a good idea; of course that had been done many times
before, but you say “Okay, “Moulin Rouge’, why not? How will that be? Do you have a script?’,“Well,
I'm working on it".

| think, even up to this day, I'm not sure if the complete script of “Moulin Rouge” actually exists. |
know that about two hundred of them actually exist but | don’t know if the final version actually
exists. And it was interesting because when we started the movie Baz had of course told us many
things about what his plans were, but he didn't tell us that most of the movie was conveyed and
the dialogue was conveyed into music and lyrics and singing. And that was sort of a surprise and a
new idea and we thought: “Oh, okay” and once again we just said “let’s do it”".

So, those are the moments, moments like that. “Borat” was once again just an issue of complete
faith to the creator’s talent. What they did was they got in a van and drove across the United States
asking people strange questions; for about three months Sacha Baron Cohen remained in exactly
the same suit that you see in “Borat” without ever cleaning it. So as the film went on, it became
more and more interesting to the people he was interviewing. It was a very cinema varieté, but
again it was one of those things that you say:“Let’s just take a leap”

“Braveheart” was another film that | had the opportunity to be much more involved with earlier
in my time at Fox and | remember reading the script at that time. | was running the international
operations and -we don't usually do this- but | had the script copied and sent out to all the offices
and said: “l want you to read this thing because if someone tells you, there was this great warrior
in Scotland in medieval times, you're not going to really understand what we're dealing with here
and you should really read it".
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And from that time on, everybody involved in that film was a convert, it became a work of enor-
mous emotional involvement and | think, even though Mel Gibson was an enormous star, because
of the subject matter once again “Braveheart’, like “Master and Commander’, was not the usual
Hollywood kind of movie. And it was that sort of passion and that belief and that understanding
of the power of the movie, the power of the story, and then how well Mel executed it that made it
such a huge success in so many ways. And that night at the Academy awards, it wasn'’t the favorite
movie to win, but it certainly it was our favorite movie to win, but that was just the end of an amaz-
ing journey. So those are the films, the ones that are not obvious, the ones that are not easy, the
ones that are not simple.
The other kinds of films that you enjoy, films like “Independence Day” or “The Day After Tomorrow”
or“X-Men" are really works of a combination of creative energy and enormous amounts of resourc-
es and money and people and effects and planning. When you get this right they can obviously be
enormously successful. In those as well you have the same sort of belief but | just hope that we get
our 130 million dollars back before Mr. Murdoch calls. It's kind of the purpose on those movies and
those have been enormously successful for us as well.
Thodoris Koutsogiannopoulos
Miag kat avagépate tov Rupert Murdoch
Jim Gianopulos
I shouldn't have.
Thodoris Koutsogiannopoulos
Na pwtricoupue o€ moto Babud @aivetal kat mou Bpioketal, o€ molo Babud, oe mola KAipaKa gival n
SIKI& 00¢ AUTOVOIa Og OX€0N ME TIC ATTOPACELS;
Jim Gianopulos
KaBoMou. Absolutely not. The way | describe the relationship with Rupert, apart from the fact he’s
been, | should say, very kind with me. | know how he’s perceived and he is truly very gentle and
gracious, a pretty smart and decent man. But the way it works with Rupert is, if the numbers, if my
results are good he doesn’'t have many questions; and if the results are bad, | don't have a lot of
answers. So, it works that way.
But it’s interesting, you know, because he never asks; we have different political viewpoints which
he accepts because all of Hollywood has, or most of Hollywood has a much more liberal view of
things than other parts of the country, but he never asks about things like that. What he asks is:
“What are your guys doing?” and it's periodic, you know, “What’s new, what's happening?”The first
question is interesting because he is a journalist at heart and his soul is still very fervently journal-
istic.
The first question he asks is “Is it a good story? Who's in it?” But it’s always “Is it a good story?” and
sometimes “How much will it cost?” Those are the two questions that | always get and they’re usu-
ally just a few, are “Is it a good story?” and “Do you believe in it?" The “Do you believe in it?"is really
a translation of “Do you realize your ass in on the line if you're making this?” But it’s a real, “Do you
believe in it? Do you feel the passion to make it? Is it something hat you feel good about and con-
fident?”"The answers to these questions are “Yes, make the movie”.
Thodoris Koutsogiannopoulos
YTAPXEL TIEPIMTWON TO ATTOTEAECUA UIAC ATTO TIG AKPIBEC AUTEC TAIVIEG VA LNV OAC IKAVOTIOINOEL Kal,
av val, Adyw auTtou Tou yeyovotog Oa SwoeTe (Ow¢ TEPIOCOTEPA XPNMATA OTO UAPKETIVYK KAl TO
promotion Tn¢ yla va tnv BonBroeTs;
Jim Gianopulos
Well, kat vat kat éxt. Na tnv mpwtn vay, ylati Tnv €Xoupe matoel OTTWE AEVe APKETEG POPEG KAl OTO

MAPKETIVYK. MePIKEG POPEG VOUIlel KavEIG OTL av KuvnyAOEL TNV Tavia JE MAPKETIVYK UITOpPE( va
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BydAel kATt mapamdvw, AANEG POpPEG TO ATTOTEAECUA gival 6Tt Ba XAoEL N Tawvia Kat Ta AiyoTtepa TTou
Ba £obéPoupe Ta TEPIOCOTEPA B YAITWOOULIE.

“Solaris” was one of those movies. “Solaris” was a famous science fiction book, some people may
know it; it had also been made into a film in Russia, but it was a passion of James Cameron to
make that movie and he bought the rights to the book and developed the story. And for those that
may not be familiar with “Solaris’, it's a story that takes place in the future and there’s a planet that
people are watching because it has unique characteristics and they send a ship up to explore this
planet and the ship isn't heard back from.They send messages. At first strange messages come and

then no messages come.

So they get another astronaut and they say “You have to go up there and find what's happening
at the observation station in Solaris”. So this guy goes and he arrives there and everyone on the
station is very strange. In fact, they're acting psychotic, very unusual, doors are slamming; people
are hiding. He's not sure what to do. He lies down on his bed to rest and he feels the soft touch of
a woman that makes love to him and it’s very passionate and he realizes that it's his wife. The only
problem is that his wife has been dead for 5 years so it’s his imagination.

And we learn that this planet has the ability to look into your mind, your psyche, your soul and cre-
ate for you whatever your deepest memories, your fears, your strongest emotions are and make
them real. So that's a pretty cool story. So, James Cameron wants to produce it, originally wanted to
direct it, he wants to produce it, he says, “Steven Soderbergh wants to do it". Steven Soderbergh is
just the one, the Academy award guy; he was nominated for two Academy Awards, for“Traffic”and

“Erin Bronkovich”. Obviously he was about to do “Ocean’s Eleven’, at that time Steven Soderbergh,
best working director, one of the most successful directors in Hollywood.

So | say, “Well that’s great. Okay” and “Great”. So, | went and met with Steven and a couple of days
later Steven calls me:“By the way, | hope you're okay with it, but George Clooney wants to play the
part’, so | said“Thank you! | really appreciate this”. | need it at this time! So, it was one of those, “How
could this movie possibly fail?”

| told you the kind of sexy exciting version of the story but the book has very deep, psychological,
emotional, human aspects to it. What is life? What is death? What is psyche? What is emotion? What
is feeling? And it can be very metaphysical. That's the detail that Steven Soderbergh hadn't really
fully explained to me. Which is, he wasn't interested in any of the cool parts, George Clooney trying
to figure out how to keep making love to his wife who is dead and all the scary things that were
happening on the spaceship. No, he wanted to explore the existence of God and the metaphysical
aspects of this man’s mind, which was beautiful and actually a very well made film, but impossible
to sell commercially.

So, we were faced with that. We had this long weekend, one of the biggest in fact. Thanksgiving
weekend in the States is a very big weekend because the holiday falls on Thursday, so Wednesday,
Thursday, Friday, Saturday and Sunday. Five days we're sitting there, right there on Wednesday with
this George Clooney - Steven Soderbergh movie produced by James Cameron. What do you do?
We know that the audience that comes to a George Clooney movie will see this thing that will go
completely over their head. We could have sold it as an art film but not all the reviews were very
kind.

So we thought, well we're in it already for tens of millions of dollars, let’s do it. And we spent an
enormous amount of money and made very little. It was one of those situations that you say, “Well,
we tried”. But it was that kind of decision because we felt the movie deserved it. Certainly we had
so much at risk at that point, so we had to market it aggressively. But it's one of those situations
where you know that you're facing something that you're going to have difficulty recovering from.

But that's the good news about another aspect of working at a studio and the nature of the studio
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is that, | have the privilege, I'm the custodian of 80 years of great films made by other people and all
those films are working, playing on television all over the words, being sold as videos, generating
fans. So, even though it was a big financial loss, | kept my job, the studio survived, and life goes on,
you know, it’s one of those things.

Thodoris Koutsogiannopoulos

Na dextoupe EpWTATELG ATTO TO KOWO;
Jim Gianopulos

Sure.

From the audience
Mr. Gianopulos, especially after watching the Fox reel, one question comes to my mind. Is there a
room from a filmmaker that speaks a minority language like German or Spanish, Italian, Greek or
Portuguese?

Jim Gianopulos
It could be.
From the audience
Is there a room for a filmmaker who's speaking, ag moupe eN\nvikd;

Jim Gianopulos

This is a question that comes up many times, not just among my friends here in Greece, but with
people that approach me. Obviously | am very biased. We get a lot of submissions. It's something
that | take personal interest in. | try very hard. | suspect, after this visit, it may become more difficult,
but I try very hard to answer every submission that comes from Greece and we haven't succeeded
yet in finding something, although once again | heard, | think probably three or four times here,

-it's not a Greek film though- but “Why didn’t we have “My Big Fat Greek Wedding”? Can you explain
that?” There’s a long story behind it. | wanted to do it but that’s a separate story, which, if you're
interested, I'll tell you later.

To answer your question, here’s the reality. The reality is there is no bias against foreign language
films; let’s just say full foreign language films. There’s no bias against it, there’s no decision that says,
“We will never do a foreign language film”. But the problem is that America has so many, not all of
them as | said recently to an interviewer, | wouldn't call all of the 500 films that are made, 600 actu-
ally, that are made in the US or in England or Australia, English language films; | wouldn't call them
all breakthroughs in cinema, they're not all giants of art, but there are many films. And as a result,
the American audience particularly has become accustomed to liking films in its own language.

It doesn’t mean that there haven't been -and we all know that there have been many over the years-
foreign language films that have succeeded, but the American audience is not used to watching
those films; we've tried several times. Zero chance, nothing. | mean, a good example of that is “La
Vita E Bella” (subtitled) which made 50-60 million dollars and they felt, “Oh, that’s an intelligent
audience. If we dub it, a broader audience can see it". Nothing, not even a million dollars.

The point of that is that every year great films from all over the world -and certainly I'm most inter-
ested in Greek films- come and there is so much to choose from the product that America makes.
And | know this will probably sound disappointing, but if you take all of the films produced, all of
the foreign language films, it’s often, you know, like a blade of grass trying to grow through the
concrete, to break through the wall of audience resistance because for studios and distributors, |
think, in the most basic sense, if there’s an audience, if we can make a borer on it, why not? That’s
the reason; the main reason is that audiences are resistant. They view foreign language films as art
films. Even when they're very popular, even when they can be very successful, obviously we always
see films throughout the world that are powerful and very well-made. That's one aspect of it.

The other aspect that is also worth noting is that Italy, France and Germany make great films. Italian
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films don't even make it over the Alps, to get to Germany much less to the United States. Some-
times there’s a reason for that and one of the reasons is that films that resonate and have power in
their language and their culture, that speak to their society, that speak to the way that people think
in their country are powerful for that reason. And for that same reason it's more difficult to make
them relatable in other countries. That’s not true in every case, it's not particularly right or fair, but
I think it's one of the reasons that one would say: “Look at this film! It’s the biggest film of the year!
Here!” It didn’t go 1,000 kilometres east to the next country. So, | think it’s partly that the power of
local cinema is often rooted in its own emotional context.

That doesn't mean that a great story shouldn’t be able to travel all over the world, but last night
my friends and | were talking about a film, | thought an excellent film; my grandmother was from
Constantinople and | have a sense of MoAiteg and MoAn and relatives that | grew up knowing there.
So, when | saw “IMoAitikn Koudiva’, which is a beautiful film, but looking at it with my American eyes,
I thought if | was sitting here, watching this film subtitled, there would be a hole in the film and that
hole would be the understanding of what it means to be a lMoAitng, to feel Greek but not Greek, to
feel strange in the country in which you live, to feel connected to the country you left behind, to
feel the pain of a century of suffering.

The film as it was made didn’t need to say that. If you had a character in “MoAitikn Koudiva” saying:
‘You know now, when in Asia Minor, we had the exchange of population...’ all of those historical
things which every Greek knows, they would have to be explained for someone to fully appreciate
the power of the emotions of those characters. I'm not saying the film was flawed; I'm simply using
it as an illustration that the things that are in a local film taken for granted because that’s why they
exist, that why theyre made for that country need to broaden a little bit to travel more.

Moreover, | often refer to a book that David Puttnam wrote, and David, who made “Chariots of Fire”
and so many other wonderful films, for a brief period of time, ran Columbia Pictures. So he had the
chance to see life from both sides, from an independent producer working in Europe and from run-
ning a Hollywood studio. David has always been a very strong proponent of supporting European
cinema, cinema from other countries, global cinema and breaking down the walls of America and
other countries. And basically, ever since he's left Hollywood, he's been beating us on the head and
he's become a friend and | have enormous respect for him.

He wrote a book, which | would really suggest to those who are interested in understanding the
dynamics of international film, art and commerce. Read it if you have the opportunity; it’s called
“The Undeclared War". And basically what it talks about is the history of cinema, film, what people
argue about, but it was the Lumiere brothers who created film. For many years the majority of films
shown in America were European films when they were silent. Because they were nice stories;
here’s a girl, here’s a guy, loses the girl, he's got to find her. Beautiful stories, all you changed was

the titles, a few other things and it worked.

And of course the American industry grew; the distinction was that European films were consid-
ered extensions of other art forms. They were extensions of theatre, they were extensions of opera,
they were elite and they were considered expressions of art and often they were rooted in their
local country. America at the time had no indigenous culture, had no culture of its own, and some
might say it still doesn’t have. But America was a combination of Italians and Germans and Hun-
garians and Poles and Greeks and whoever had emigrated so there wasn’t any indigenous culture,
there wasn't all that play that you saw as a child. It wasn’t there.

When talkies happened, when sound happened, the import slowed down and America was mak-
ing more of its own movies. Of course the war devastated all of Europe and in America during
the war the movie business thrived because people needed things to entertain them, to distract
themselves. So while Europe was in flames, America was building this industry. The destruction of
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so many of the key filmmaking capitals in Europe suffered and although it recovered over the years,
the industry in America became the global industry of film. Because it represented so many diverse
cultures and nationalities, it was never made to be art or culture. It was made to be entertainment
and it was made in a way that traveled all over the world.

So, you often have this discussion about what film is; is it entertaining and commerce or is it art
and culture? And | believe it can be both. Not always in the same film -frankly most of the time
not in the same film- but | think it’s that reason; that one finds at American films, not all of them
but American films are made for a global audience and local films have a difficult time succeeding
through their distribution capabilities, through their relatability as foreign in other parts of the
world. And it doesn’t mean that cinema isn’t enormously successful in every country of the world
as we saw even recently in Greece with “El Greco”. Any of the films that have surpassed American
films, when you get it right, in a local country you beat every American film we've ever made. But it
is difficult for all of those reasons for local cinema to have the same global rate.

The other thing that is true is that you make movies for a very broad audience; that’s why some
of the earliest cinema was a big train coming right at the theatre and people usually run straight
from the theatre. But the reason you made a movie like that was that a train this big coming at you
in a movie theatre was the same in every language. Nobody needed to understand anything. And
the roots of that continue today in a much more sophisticated form, but they continue to operate
today to defy the difference between Hollywood and the way Hollywood makes movies and the
way movies are made in other parts of the world.

And then of course, there is the most fundamental characteristic of all, which doesn’t apply to
every movie, but to make the average Hollywood movie you must have as a budget 60 million
dollars and a marketing budget of 40 million dollars. But to make a movie on that, we don’t make
all of them for 60, some of them for 10 and some of them for 100 or more. When you make movies
on that level you have to say: “This movie will play everywhere and will be understandable every-
where”. And that's when you get the ability to make “The Day After Tomorrow” and burying New
York, you know, in 15 meters of snow. So, those are the characteristics.

Now, the final thing | will say is, we happen to succeed, have succeeded, we Fox not as much, but
others have succeeded on foreign language movies. What happens though is that it's not a movie
that you can sell broadly on television. It's typically the way these movies are released. It's in a
handful of theatres in the big cities. They're reviewed; if the reviewers like them, the people relate
to them; that happened to the “Full Monty”. Nobody ever heard of the “Full Monty’, of course an
English language movie.

But we acquired for example a movie three years ago, which is the biggest film in the history of Rus-
sia, and made 30 million dollars, called “Night Watch”. Timur Bekmambetov, an absolutely brilliant
Russian director made this really cool science fiction movie. We did everything we possibly could,
even to hardcore science fiction fans, like the kids that read comic books like “X-Men” or “Hulk” It
didn't work when we tried to test the movie;

I'm not telling you this because it’s going to make anyone happy. I'm trying to relate to the real-
ity of the issue. What we typically do before we release a movie, we recruit people who will stand
in the shopping mall and ask “Do you want to see a movie?” and you get 300 people and you ask
them: “What did you think of it?" To get people to come to the theatre, college kids for free to see
it, we looked forever. “What? Is it subtitled? No!” That’s the reality and | don’t think we should be
discouraged by it.

| think the beauty of what new technology allows us now is in many things, but the two critical
things are: access and the reduction of costs. Access through on-line viewing, through DVD obvi-
ously, through the ability to develop an audience for a film. It's not easy but you can create places
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where people who have interest in seeing great cinema and great art and learning about it and
can interface with people and learn about it in ways that you won’t get on a television commercial.
Those areas exist. And the ability increasingly to do digital prints, which don’t cost 1000 dollars
but 100 dollars, will allow some of these films to find a greater audience. But it has been and is dif-
ficult, to create that level of audience in the States and it’s a struggle for me because I'm so often
asked the question and | can understand the frustration of the filmmakers, especially really great
filmmakers, talented filmmakers whose voice and vision hasn't been understood. Sorry for such a
long answer.

Georges Choraface
Can | have the next question because it's related to what you were saying? You were talking about
reduction of costs and the global impact of Hollywood movies and one of the elements of the im-
pact is definitely the fact that the star system of Hollywood is a global star system, whereas all local
star systems speak to the hearts of their local audiences. And recently you have set yourself along
with Tom Rothman against some of the excess demands of the agents of the stars.

Jim Gianopulos
We're trying to make room for all the Greeks. It's quite uncanny. Tom Hanks was let in because he is
sort of Greek. The others, we're getting around.

Georges Choraface
Okay, but is this indicative of some kind of change in terms of the position of the stars in Holly-

wood?

Jim Gianopulos
Yes. Tom is my partner and we are not always the most popular with agents but you can’t please
everyone. What has happened-l don’t want to get into it, it's very complicated mathematics- but
years ago stars had a percentage of the profits and the studios had developed very interesting
ways of defining profits. There were all in the contract, no one was stealing anything, but as the
costs grew and there were various fees and different things, movies that could be very successful
at the box office didn't qualify in the definition of profit.

So, after a while, the biggest stars said “You know what? Don't give me a lot of arithmetic. You
make the movie, you sell the movie and | want 10% of everything you get”. Eventually people said

“Alright”. But then, just to do a little arithmetic, movies cost 50 million dollars. You gave the star 10
million dollars and 10% of everything the movie makes. When the movie took in 100 million dollars.
That 10% of 100 equals the amounts that you gave the star and now you have to pay more. But 100
minus 50 the studio was in profit, so it kind of worked.

Over the years what happened what was the 10 became twenty, the 10 million became 25 million,
the 50 million to make the movie became 150 million, the 10 million of advertisement became 100
million worldwide and so you had movies that had these enormous costs. And then the director
had 5% or 10% in some cases. So you had 30% going to the actors from every dollar and so when
the movie got to a place where it was costing that kind of money you found yourself in a position
when the movie broke even, in other words, the studio just had it's money back, and I'm telling you,
no arithmetic and no fancy pencils, nothing. Cash comes in, cash comes out, cash comes in.

The talent had accumulated 40, 50, 60 million dollars at the point that the studio had just reached
its break even. That's no one’s fault. Somebody said yes to that or somebody forgot to do the arith-
metic and it was found that this was something that had swamped too much in the other direc-
tion. So basically the discussion becomes not per what percentage you pay, how much up front
percentage you pay an actor. It became ‘when do you continue paying profits before the studio has
recovered’? And more and more | think, because of the cost of these movies, the talent has begun
to understand that.
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We still make movies with the biggest movie stars in the business and gratefully, happily pay them

their full fees but when possible, we look to ways that we can say: “Look, up to here you've made

this, now let us catch up and then we'll continue paying you your future profits” It's just an adjust-
ment of the imbalance; it’s not a resistance to stars. That’s one aspect.

The other aspect is that some stars want a great deal of money for one kind of movie and it's not
that they are not worth it, but a different movie may not allow you financially to pay the same
amount. And so there we've made some very creative arrangements, we've made a movie called
“Walk The Line” that was the story of Johnny Cash, big musician of the 60’s. Certainly not everyone
internationally would know Johnny Cash, not everyone in America listens to Johnny Cash, not ev-
eryone who's 18 years old has ever even heard of Johnny Cash. So, how do you do that?

Those people were trying to make the movie for 50 million dollars for many years, -l think a decade-
and | have a sort of background in music, | always loved it. | thought it was a great idea because it
was Johnny Cash at the birth of Rock n’Roll, but it was set in 1956 to 1965 or something, so we said
“Okay, we'll make it, but not for 50, we'll make it for 30" Still, 30 million dollars is big money.

And we said to Reese Witherspoon, who had done primarily “Legally Blonde” and comedies like
that, but whom we knew is a truly excellent actress, “You get X. We can'’t give you X but we'll give
you Y. But if the movie succeeds you'll get a much bigger piece of the profits” And that was an
opportunity for Reese to show people “Wait, I'm not just that silly girl in “Legally Blonde”, | can act”.
And she proved that by winning the Academy Award. In the end she got much more money than
she had made in any other comedies in total because she had taken the creative risk with us and
we couldn’t pay her fast enough for doing that. So, it's not the rejection of stars; it's exactly the op-
posite. It’s trying to bring stars under an economic model that doesn't kill you.

From the audience
el oag. Eival peydAn t1oxn mou oag éxoupe padi pac. Mpaypatikd cag avtipetwmi{ouue Aiyo cav
Tov ET n évav e€wynivo. ZoUue o€ MOAD SIAQOPETIKOUE TTAAVATEG KIVNUATOYPAPIKOUC Yia AuTo,
OLYXWPNOTE e, Ba oag Kavw SVo TTOAD aTAOTKEG EPWTHOELC. H TpWTN €ival OXETIKA UE KATL TTOU
eimare yia 1o “Solaris”. Ayopdoarte simate 1a dikaiwpata Tou BiAiou kat n §eUTepn Kivnon ATAve va
avantUEeTe TO 0evAPLO. ZAC TTAPAKANOUE, TIEITE PAG TL €ival va avamTuéw To oevdplo yia oag; Mwg
TO KAVETE; Y€ amAd steps.
H SeUtepn gpwtnon, éxel KaAu@Bei katd 60% rdn Kal gival oe oxéon e To WG TAIOEVEL, TTWCG
pmopei va KivnOei pia tatvia mou Sev gival apePIKAVIKE OTOV KOO0 Kal ag utoBéooupe gogic we ET
ME auTd mou yvwpilete amo Tov AAO TTAAVITH, TL KIVAOELC Ba KAVATE Yla VA UITOPECOUVE AUTEC Ol
PTWYEC aveEAPTNTEG EMNNVIKEC TAIVIEC TTOU MIAAVE KIVECIKA, OXL ENANVIKA va KIvnBoUve oTov TAavATh;
Euxaplotw mapd moAU. Kahwg fpBarte. Eival peydAn pag xapd mou Jag HIARoATE OAEPQ.
Jim Gianopulos
Euxaplotw. I've been called a lot of things but ET, this is the first time. But I'm going to tell my
daughters. They'll think it's cool. To oevdapto. You don’t build a 100 million dollar, 200 hundred mil-
lion dollar museum without very careful designing, planning and preparation. And that for us is the
script, whether it's a 100 million dollar movie or a 5 million dollar movie. In the end, it's what we
make the decision to proceed on, which is why things are so difficult at the moment, because we
have a strike of writers, which hopefully will end soon, but, the scenario, the script is everything. It's
not always true, and as | said there are times like “Moulin Rouge”, where the nature of the project is
unique to that particular filmmaker, but that’s a one in a million exception.
So, what happens? How does a movie find its way? Well, there are several ways. We buy a book,
“The Devil Wears Prada’, we adopt a book, “Solaris”. You take a 200-300-page book and you reduce it
to 105-110 pages. It's not always easy to convey all the strength and power of a book in a one and
a half hour movie. It is a very complex process.
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To give you an idea, at any time we have between 100 and 150 projects in development. What is de-
velopment? For some people, this development helps because their ideas are waiting for someone

else to write it yet again, to make it that much better. The movie “Castaway’, for example, with Tom

Hanks. “Castaway” was in development for 10 years. It was an idea that had come in and Tom had

expressed an interest in it. When someone like Tom Hanks said “| want to make that movie’, you're

trying to figure out how to make that movie as fast as you can.

But, it was a movie in which the main character doesn't speak for 45 minutes. He is in complete si-
lence except for“l have made fire”and a few things like that. He's there for 45 minutes. You're alone
with someone on an island. How does an audience react to that? “A Night at The Museum” which is
a very easy idea; a guy gets a job at the museum, everything comes alive. Seven years in develop-
ment. Why? Well, for one thing, it cost a hundred and something million dollars to make the dino-
saurs run back and forth, so you want to make sure that you've got a really good strong story.

Let’s put it this way: It's not the way we like it, because what we would like is to take a script, make
a change on page 3 and on page 27 and give it to a director and make a movie. But when that
happened, when we made movies with unfinished scripts, with scripts that are not fully where
they should be, those have been our biggest mistakes and the times when we found ourselves
disappointed.

So, there is that process of development and sometimes what happens is, a certain writer can take
a story a certain distance. They can reduce that 500-page book to a great script and a great 2-hour
movie. But their dialogues are poor; they haven't been able to figure out why the lovers part or
why they come back together or make you fully understand why William Wallace decides to give
up everything to fight for Scotland. And so you give it to another writer. And that writer fixes those
things and changes some other things that take you back in a different place. So, it's an imprecise
artistic process, but it is at the very heart of what you need to do to make great films.

As | said earlier, on the subject of Greek films | don’t have a simple answer. | do believe and | have to
believe and | think any filmmaker will always believe that they will find their way. | wish | could tell
you that there is an easy way. A festival like this and other festivals around the world is one fantastic
way. We recently did a festival of Greek film; we are going to do it again in June. We had a lot of the
same discussions there. How do we do this? How do we break through?

| think it is a matter of finding people who believe or understand and constantly networking with
them. There is no easy way. You know, send it to all the independent film distributors, in every
country of the world. Have DVDs made or show short films or go spend some time. Do what a lot
of people do. Find a room somewhere in Cannes or near Cannes and walk around the Croisette. Is it
likely you'll become instantly a success? No, but there’s a better chance of that than staying home.
And it can be very discouraging and frustrating and disappointing to know that you have a vision
or a completed great film and you haven't been able to convince anyone, but that’s the nature of
art generally, of cinema certainly and most of all, the movie business. That’s just the nature of it. |
mean, there are great scripts probably sitting in some corner of Fox that one person read and “Nah,
I don’t know. | don’t think so” And then someone else finds and says:“Wait a minute! The only thing
it needs is that”
The language barrier is the issue | really do not have an answer for. It's been a conversation in the
Hollywood community particularly for those who have an understanding of the international mar-
ket for as long as I've been in the business, 25 years or something. My answer is just keep believing
in your work, in your art, in yourself and keep trying.

From the audience
| just want to go on with this question. You have this understanding, because you were head of
the international operations, of markets abroad. How do you think digital distribution will change

11
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that? | mean, will it help independent distribution and producing or will it change a lot?

Jim Gianopulos
Well, we talked a little about it. The answer is yes. The answer is yes because when you talk to
people who tell you about their first student films, everybody’s biggest problem was: “How do |
borrow a camera? How do | find leftover film to make my movie with? How do | convince someone
to develop it cheaply?” All of those costs and obstacles are gone.

From the audience
Talking about distribution?

Jim Gianopulos
There are two kinds of distribution. You can post a film on the Internet, but we get into the biggest
problem about marketing, which is that your film can be distributed, but the problem is it won't
be as easily marketed. So, there are sites that have independent films posted, and they post them
and allow people to go see them. But you still have to find a way to stand on the roof and shout:
“Go see my movie!”and that still remains a difficulty for the mainstream population. Because some
people come to us all the time and say: “Here, the movie is paid for, it's free, take it!” and there are
limitations to our ability to react even to that.
There are only so many movies that you can release each year and do properly and get the right
attention, but the main reason -which goes back to the marketing issue- is that even a very mod-
estly budgeted movie, a movie made for a half a million dollars or 2 or 3 million dollars still needs
to spend, in the States at least, 8 or 10 or 12 million dollars to be heard. So, digital and the technol-
ogy in general allow people to make it. It allows people to put it in a place where it can be seen. It
allows people now, with the cost of DVD, to make thousands of copies, tens of thousands of copies,
even millions of copies. But it can't help people find, of the multi-millions of things out there, one
and say, “Oh, this is beautiful”.
| saw a movie that was shown in the festival, | guess in English they called “Sugartown’, but here
it was called “Zaydpw" | just thought the movie was brilliant. It was a documentary. It's not some-
thing that would be easy for as to handle but | just thought the movie was wonderful and really
a great documentary and filmmaking work and | would never have found out about it; my Greek
friends here told me about it. It's one of the many and how could we know about it? So, it’s that.
That to me is the issue of physical distribution, not being able to find it, but being able to know
about it so that you go and discover it. And then you just tell everybody you know.
Thodoris Koutsogiannopoulos
Na mapoupe Kal AAn epwTNon amo To Kowvo. Kupia?
From the audience
Thank you for the privilege of being able to talk to you.
Jim Gianopulos
Not often you get to talk to ET.
From the audience
Many Greeks are very proficient in the English language, but I'd like to ask you a practical question
about how a writer living in Greece can get his English language films produced by an American
studio. Do you write the screenplay? Do you write it all out? Do you leave something at the pro-
posal? Do you try to get an American agent? Do you say something straight to the studio? What's
the best way?
Jim Gianopulos
All of the above actually.
From the audience
That doesn't help.

12
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Jim Gianopulos

I'll take them piece-by-piece. What is true and what | get a lot of times is that somebody calls me
and says: “Why doesn't somebody make a movie about Archimedes? He was so smart. Everybody
knows about Archimedes.” Probably because nobody would go and see it but if you send me a
script and | read it and it sounds good, sure, why not? It's the hardest thing to do, whether it’s in the
English language or the Greek language; it doesn’t really matter. The English language avoids some
of the “foreign, non English barriers”. In any case, you can't just walk into the studio with a very es-
tablished producer or with a track record or with some other previous work credibility and come in
with a pitch“l have an idea. A guy walks in the museum and everything comes alive at night”. That’s
a good idea. But you probably wouldn’t get through the door so, | think, leaving things in proposal
form, certainly if you haven't written anything before, is the best way.

Laeta Kalogridis is a great writer and a great friend, who's written a movie with James Cameron that
we called “Pathfinder’, and she’s writing a movie now with Guillermo del Toro. She’s a very estab-
lished writer. Laeta could come in, or send a letter and say:“l have this idea”. Because you know her,
you say yes because she’s going to write you a great screenplay; but writers who are at the earlier
stage of their career can’t do that. So, the best way is to write out the script if that’s at all possible
and it's great if somebody would support you and pay you to write it. But otherwise you just have
to find the time and hold the passion to do it.

And then, there’s getting in the door. One of the things that you'll come across is sending things
to a studio or less so to a production company. We probably get 15,000 or 20,000 submissions of
scripts a year and different material and different kind of things so it gives you a sense of how high
that hill can be. And also how difficult it is for the people in the studio, for the production and the
development team to find that one, “Oh, this is the one!”

But coming into a studio, if you don’t have an agent, you're likely to get a very polite letter saying,

“Sorry, but you have to be represented by an attorney or an agent”. And the reason for that isn't
because we like either agents or attorneys -don’t think that we have something against them, but
we're in no rush to create work for agents and lawyers. The reason is that there’s less likelihood that
if it comes through an established channel that it will be someone who is trying to set up a lawsuit
later. Because for every studio, sooner or later, comes this “Oh, no, no, | had the idea. | wrote the
script that's about a guy that’s all alone and castaway, in an island”. So that’s the other issue.

I think for those twenty thousand, it does require a certain amount of networking, a certain amount
of effort to try and get it to someone who is a little further up on the recognition ladder, if you will,
so that you might be at an earlier stage or a writer might be at an earlier stage in his career. It
doesn’t have to be the head of the studio; it can be, by the way, assistants, the secretaries, they used
to be called secretaries, now everybody’s an assistant which is fine, but assistants in Hollywood at
production companies, at agencies are wonderful sources because they’re more inside, they know
more usually -my assistant knows more on what'’s going on than I do in some areas and they're also
at an earlier stage in their careers frequently.

So, whether it's from the assistant level, the junior producer, the established producer, anywhere
that you can find your way in is good, even if that is not a place that’s going to make your movie.
The priest in the church stopped sending me scripts because everybody gives them to Father John
And then | said, “Father, have you read it?",“No, | can’t do that; it's in Greek” So, | end up saying “Don’t
send them to Father John, but find somebody who can bring you a little closer into the tent”. It's
like a great actor, it's like someone who has that talent in his work, in some small theatre, in some
part of the world and saying: “l know, | could be Tom Hanks. They just don't know it yet. | know it
Sometimes it’s a long journey before everybody finds out.
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Thodoris Koutsogiannopoulos

Since you have a background in music and | also interviewed Jeffrey Katzenberg of DreamWorks
and we asked him how he feels that his studio spends so much money on films like “Shrek 3" and
a lot of youths opt to watch it on a very really small screen, like an I-pod for example, and he said
that the music industry did that mistake to say when, where and how to listen to the music and
they ruined it.
So, they said that they go for the best, there’s a big screen with all the effects are going to be shown,
everyone is free to watch the film in whichever way they want. I'm wondering; since there are a lot
of films in 3D or real D coming out and since | think that in 2009 you are preparing yourselves for
“Avatar” in Fox; which is the James Cameron film about the Titanic. I'm wondering if the 3D or the
real D is just another trick to lure the audiences that stay away from the theatres.

Jim Gianopulos

There are all these people; we had a whole plan, we had the latest trick and now everybody knows it!

Thodoris Koutsogiannopoulos

Is there a substance to it?

Jim Gianopulos

14

There's a great deal of substance to it. But, thank you, because | think it's a really intelligent ques-
tion and a really good one. Jeffrey along with myself and some others have been very involved in
explaining and trying to change the perception or to explain the perception of what is 3D today.

But let me take the first part of the question; the key to any business is to give people what they
want in the way that they want it. The interesting thing about technology is that it has enormously
expanded the opportunity for people to enjoy entertainment. There used to be 3 channels, now
there are 300. It used to be that if you weren’t home at 8 o'clock to see the program you liked, you
could never see it, but now you can record it and watch it later. It used to be that if you didn't see
the movie in the theatre, you had to wait until it came back in the summer or whatever. All of that
has changed and all of that is great news for audiences and it's obviously great news for studios,
because allowing people that opportunity is not just good for business, but it allows more films to
be seen by more people in more ways.

So there is no limit in our mind to what technology is capable of helping us do and audiences to
enjoy. | did a study about people’s habits and | thought, one of the ways to show it was, “What did
the world look like 50 years ago and what does it look like today?” And you know, some of the
things in entertainment we take for granted. Now there’s not one theater, there’s a multiplex. Now
there’s not one channel. All of those things. But the most interesting thing | found was that when
you looked at it, there was a survey of people’s self perception of how much leisure time they have,
how much time they have available for themselves to do the things that they like: listen to music,
watch movies, play sports, do any other things that they enjoy.

And what was interesting was it showed that people are essentially working the same number of
hours that they worked 50 years ago, but their attitude about how much time they actually have
available is different; they believe they have less now than they thought they had in the 1950's.
Why? Because it's not true, they do have the same amount of hours. Because the number of things
that are around us, the choices that we have, the attention, advertising, the pace of life convinces
us that we have less time. So, time has now become a more precious commodity than access. Ac-
cess is easy. Time is more precious.

Sure, it would be better to watch “Shrek” or any great movie on a large screen, but that means go-
ing to the theatre and dealing with your kids and family and all of those aspects, whereas picking
up an ipod may not be the ideal visual experience, but it allows you to see that in that time that you
have available; riding on a bus or sitting in History class, which is a lot of college kids are probably
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doing. What happens is technology not only conquers the access problem but it addresses the
time problem. So, that’s where technology fits in.

Now, 3D is a very different version than the 3D that many of us grew up on. 3D originally was a
trick; it was a gimmick, it was a way of convincing an audience, “Oh, you're going to see something
different”. It was very typical, especially in America, in monster movies. You had “The Creature from
The Black Lagoon”,“The Creature from The Black Lagoon Returns”and “The Creature from The Black
Lagoon 3D” and the difference was that in 3D he came through the screen. Put that vision of 3D
completely out of your mind because that was essentially two big cameras shooting the same ac-
tions and then two projectors projecting it in a very early stage of the glasses. The current version
of 3D, which is entirely digital, is the Real D installation that we talked about.

Yes, things come out of the screen, but that’s not the beauty of 3D. 3D is not pushing things out to
the audience. It's pulling the audience into the film. “Beowulf” is a pretty good example of it, but
when you see “Avatar’, the small pieces that we've seen of it, is a completely different experience.
There is just really nothing like it. And it's nothing like anything that has ever been done in the
past. What was so interesting about it, when it was a trick was when they had, as | said, not so great
movies, not so great directors and they gave them the 3D gimmick to try and have some reason for
people to come to the movie.

Look at it, the filmmakers who are working in 3D today, James Cameron, Steven Spielberg who's
still doing “Tintin", Peter Jackson, of course, “The Lord of The Rings’, Bob Zemeckis just made a sec-
ond movie, he's making a third movie. The biggest and best directors are using it because for them
it's another tool to achieve something that’s in their imagination that they were never able to do.
So, we have tricks, but this is not a trick. It's a really amazing different way to see a film.

[ think it’s an important thing to do for the business, but also certainly for filmmakers and definitely
for audiences, because as the screen gets bigger at home and the choices get greater, we're going
to need more reasons to bring people into movie theatres. And the main reason will be either to
see the film that all of your friends are talking about so that you can enjoy it and so that you're not
the only person at the cocktail party that's completely clueless. And because you're going to see it
in a way that’s not possible to see at home, and 3D is that.

From the audience

Hi, first of all | would like to thank Despina Mouzaki for bringing you here.

Jim Gianopulos

Yes, | thank Despina all the time for bringing me here.

From the audience

It's great having you here today. | studied Film Production in London and | completed my first fea-
ture in New York City. It's a gangster movie for teenagers and | have it here.

Jim Gianopulos

With teenage gangsters or old gangsters made for teenagers?

From the audience

No, it's made for teenagers.

Jim Gianopulos

Ok, great. Is it ok if | see it?

From the audience

Yes, | have it here for you.

Jim Gianopulos

No, | mean not being a teenager.
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From the audience
| mean, you know everything so...
Jim Gianopulos
I'm going to teach you marketing afterwards. We're going to talk.

From the audience
Okay. So, | want to ask you about “The Full Monty". | was watching and watching and | was laughing
every time | was seeing the movie. Did you buy it when it was finally made? How was the whole
process?

Jim Gianopulos
No, Peter Cattaneo, a great director who's done another movie for us, had this script, originally a
play and so we did this for 3 million dollars and it was one of those things that you just say: “Okay
let’s do it”. And we did. That's one of those things for the artists. You know, Tom Hanks or Brad Pitt
used to wait on a restaurant or work in a bar and now he’s Brad Pit. So, for a film executive you buy
a movie; make a movie for 3 million dollars and it makes 250 million dollars. Those are the ones that
you wait for and pretend that it's going to happen every day. But when it does, it’s a good thing.

From the audience
What about“Borat”and “My Big Fat Greek Wedding"?

Jim Gianopulos
| knew the show, the “Ali G Show". Borat was one of the characters and they finally made an Ali G
movie that was shown in England. | don't think it was even released in the US. And what it was, they
had scripted it and it didn’t feel natural because the beauty of what Sacha was doing was finding
unsuspecting people and creating great comedic moments. So he came to us and said: “l want to
do it, but | have to do it the way | do the show” which involves traveling around the country. And
it was sort of one of those less sophisticated economic analysis. | said: “Well, okay.” He's been in
England, certainly everyone in England knows Sacha Baron Cohen. Less know him in the US, his
show was not very well rated. But this is just another insight into the complexity of Hollywood eco-
nomics. The movie cost 11 million dollars. Look at what it made in England. | said that if it does half
of what it made in England we lose five million dollars. Let’s do it. And then the movie made 200
and something million dollars. But sometimes you say that the pain of the loss won't be too bad. It
really comes down to where you allocate risk and how.

From the audience
Miag kat eipaote Adn otnv Ookapikn oatldv, BeAa va pwTHOW KATI OXETIKO HE auTto. Katapyriv av
UTTAPXEL KATTOLO GUVTAYH TTOU €0EIC W TTAPAYWYOG TIIOTEVETE TIWG akoAouBeital yia va @TIAgoupe,
WG PTIAXVETE pa Ookapikh Tawia;

Jim Gianopulos
TiTauvia;

From the audience
An Oscar film. Is there calculated risk in how to make an Oscar-winning film? And secondly, what
would your advice be on how to promote, how to make an Oscar campaign for the Greek submis-
sion, “Eduart”?

Jim Gianopulos
Someone just told me about that; I'm going to see, | think next Saturday, the Greek entry. Does
anybody know what it is? It's “Eduart”? I'm going to see it, | don’t know.
Well, you don't make a movie and say, I'm making this movie because it’s going to win the Acad-
emy Award. What you often will do is just say it. That's how films like “Juno” get made.”Juno”-l don't
know if you saw it, | saw it earlier in the week; | think Ellen Page certainly has excellent chances for
an Academy Award. That's how we made “Sideways”, apart from the fact that Alexander Payne is
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Greek so how could you say no to that?

You see a film like Alexander’s or Jason Reitman’s “Juno” or “The Darjeeling Limited” or “The Sav-
ages”; “The Savages” is a really great example of two people both of whom have been nominated
multiple times. Philip Seymour Hoffman is one. You don't make a movie like “The Savages” about
two people watching or having to endure their father’s death and all of the things and emotions
that that brings up. Or movies about two guys who are not box office stars going on a week of wine
drinking.
From the audience
Aren’t those usually the outsiders?

Jim Gianopulos

That's what I'm saying. You make those movies because you believe that the will be seen by people
who care about cinema and who will actually read a newspaper, which is not common in some of
the teenagers who are going to the movies and this is why we use television to get to them instead
of reviews. But there are people that actually read reviews and really react to what people think of
movies and they will turn up. So, you don't make “Sideways’, or “Juno” or “The Savages” or many of
those films with a view that it will make millions of dollars. But you say, if we make it for the right
price and the quality is there, so we call execution dependent to few, maybe who are familiar with
that phrase; execution dependent means that the bull’s eye that the filmmaker has to hit is small,
because a big loud action movie has to be big loud and fun; it doesn't have to be perfectly done.
But‘The Savages” or “Juno” has to be pretty much if not perfectly made, very close to that.

So, you don’t decide to make an Oscar movie, but what you say is: “Well, that audience will come
and it’s the kind of movie that could earn the sort of appreciation for its cinematic quality, that who
knows, maybe will win an Oscar”. We came very close at the last minute with “Moulin Rouge” and
even last year, with “Little Miss Sunshine” “Little Miss Sunshine”, at the very last minute, people said
it's going to make it. But we didn’t do it.“The Departed” did it. But those are the kind of movies that,
you know, you don’t make it for that reason, but you make it with that hope. That’s the best way to
say it. Was there another question?

From the audience (inaudible)

Jim Gianopulos
What's happened, what’s become very common now in this Oscar season is people taking big
advertisements in “Variety” and all these magazines and trade magazines and sending endless
amounts of discs and papers. I'm on the board of the Academy and one of the things that we spend
a lot of time on is limiting the amount of commercial outreach that can be sent to the Academy
members. Because that just becomes like another, “Who's got the money campaign?” So we, Fox,
have backed off in doing a lot these ads. We see the same ad day after day and it's millions of dol-
lars spent; tens of millions of dollars on those. | don't think they really work.

What really works is word of mouth. The foreign language Oscar is chosen by a committee of a
limited number of people; | don't know if it's made public. And the rule is that everybody, and that’s
why these are particularly devoted people, the rule is that they ask me every year and every year
| say no. Not because | don't want to and | do end up watching a lot of the movies, but because
there’s a requirement that if you're on the committee you must see every entry, which is, | don't
know 40 or 50 movies. And you can't vote unless you've seen them all. So, the bad news is it’s a
small group of people. The good news is it's a small group of people. So, if you can find a way to
influence them, to work with the representatives from the Hollywood Foreign Press, the Golden
Globe people. You have to be respectful and you can't say: “Hey, please vote!” But you can say:
“Have you seen this movie? It's a wonderful film. Please see it. Here’s a DVD. Would you please come
with me to the screening?”and all of those sorts of things. It's a very personal, time-intensive thing.
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But they work a lot better than putting some ad in “Variety” because there are a million other ads
and it doesn’t get noticed.

From the audience

Speaking about technology, the faster Internet connections now allow a lot of people to illegally
download movies. What are the estimated losses for Fox from downloaded movies and what is
your long-term strategy to combat this phenomenon?

And another question. During the last few years, we've seen movies like “Skycaptain and The World
of Tomorrow” and “Sin City” and “300” which are shot against green screen and then the back-
ground is added later. Is that a way of the future? Will most of the movies be made this way in the
future? Thank you.

Jim Gianopulos
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On the first question, piracy is an enormous, an enormous problem. We're saying that it has practi-
cally destroyed the music business. How do we combat it? Well, you know, in the first years of work-
ing in the business, the biggest obstacle, the biggest challenge was to go find the warehouse with

the big piles of VHF cassette and grab the cassettes and put the people in jail and these with you.
The nature of internet piracy is very anonymous and so, if | had a pirated cassette years ago and |

wanted to give it to you, | would have to mail it to you or send it to you or give it to you and now |

would load it and send it to all of Greece at the same time. So that’s the level of the problem.

And there is no easy answer. There are many answers, there’s no single answer. And it will be a
struggle that the industry will constantly have to fight because it is a technology that creates piracy,
atechnology that stops it, there will be a new technology to beat that stop and so on. And for some
peopleit’s a lot of fun. They think of it that way. They don’t even do it to steal the movie. They do it
to prove they can steal the movie. But in the end, the problem rises to a level where it just becomes
so big, economically, ethically, so obviously unfair that it can’t continue to exist.

In the United States nine Supreme Court judges can’'t agree. They very rarely agree on anything.
They're seven to two, five to four. They always have different viewpoints. When the question of
Glogster, one of the big internet sites, came before the Supreme Court, the argument was: “Well,
you know, people can send pictures of their children to their grandmother” and nine judges said:

“Give me a break. This is so obviously illegal. This must stop”. It’s not that they could stop it. What
they said is, there is no discussion whether it’s allowed or not. And now the question is how do you
catch people?

There are many ways in which the industry has reacted, and what | think what has been most in-
teresting for us is the big companies. Apple, Microsoft, HP. All these companies that are involved
in making computers and creating platforms realize that if they try and offer equipment that only
uses illegal content, eventually we will stop that and the costumer will be unhappy. So they’ve ac-
tually, not as much as we hoped, but they have joined us in the fight by creating technologies that
can read and stop illegal content, so that together they can participate in providing legal content
to their costumers.

In the same way, a lot of the ISP’s, a lot of the systems that provide broadband internet access real-
ize that if you have some kid who is downloading movies all day, that the person who is trying to

send e-mail or trying to go to a website to learn something is doing it slower because all the capac-
ity of the network is being stolen away by people who are downloading these massive amounts of
data because movies are very big files.

So, there are a lot of reasons why there’s effort, a lot of efforts and a lot of reasons to hope that the

problem that will never go away will be something that we can at least live with and not get much

worse. Because otherwise, the reality is, it will make it impossible to continue making and market-
ing movies if anybody can steal them any time they want to.
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Thodoris Koutsogiannopoulos
Tehevtaia epwtnon.

From the audience
Hello, it's a question about something very recent. The ongoing strike of the writers in the States.
I'm not going to ask you whether you will yield to their demands or not because you're in a very
delicate situation as the head of a studio.

Jim Gianopulos
Thank you.

From the audience
But what I'm going to ask is: How does a studio prepare for such a strike because it has been ru-
mored for many months? Do you have stored up scripts? And do you feel there will be problems in
the movie production rate in the following months if that strike continues?

Jim Gianopulos
Well, the average time to make a movie from start to finish is between 12 and 18 months, so not
only have we planned ahead to have our scripts in good condition for movies that we're going to
be shooting in the next few months, but in addition many of the movies are already shooting or are
finished in post-production and the final editing stages. | don’t speak for the others but I'm sure to
some degree they have the same plans in place. We have a full range of movies through next year
and even well into ‘09 either ready, shooting now, about to shoot or about to finish. So, the impact
of the strike, unless it goes on for a much longer period of time, won't affect the movie side.
It will and already has affected the television side because, you know, they make each week’s epi-
sodes. And what'’s been a little more troublesome on the television side is that, not only have they
not written all the episodes to finish the series, but the people who are working on finishing the
episodes, many of them are part-writer, part-producer, part-showrunner and they refuse to work
and as a result the television, many of the television shows, now have stopped until the strike is
resolved so the impact there is immediate. The impact for us is longer-term if it's a reasonably short
period of time because so many of the scripts, even the very few that weren’t completely finished,
are nearly finished; we'd be able to go very quickly back into full production. | mean, we are produc-
ing movies now.

Thodoris Koutsogiannopoulos
Mpiwv amoxalpetriooupe tov KUplo Gianopulos Ba nBeAa TNV UIKPy TOU GUVOTITIKA amdvinon
yta kdtt mou @avtalopat 6a avapwtiovvtal oMol amd To Kowo. Molo gival, TOTEVETE €0€ig TO
XOPAKTNPIOTIKG 0ag, N SUvAN 0ag TTOU 0aG EXEL PEPEL OE AUTH TN B€0N, AUTH TN OTLYMN TTOV €(0TE;

Jim Gianopulos
About me? | think the best way to describe it; | often wonder because it amazes me that | got to this
position. | think the best way to describe it is, | worked really really hard in between lucky breaks
and it’s really that simple.

Thodoris Koutsogiannopoulos
EuxaplotoUue TTOAD.
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