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e callenge: IFFR diror Rutger Wolfson looks forward to supporting filmmakers in difficult times

Orchestral manoeuvres

As the IFFR draws to a close, director Rut-
ger Wolfson reflects on this year's edition.
By Geoffrey Macnab

Like a general surveying the battle plan, IFFR direc-
tor Rutger Wolfson stands in front of the enormous
chart that dominates the corner of his office. Pinned
to a board are hundreds of different coloured pieces
of paper —one for every film in the programme. “Title,
whether it’s a first screening or not, programme
section, venue,” Wolfson explains the information
written for every single movie.

The festival is almost at an end. The commanding
officer, speaking ahead of the awards ceremony and Eye
Trap, the one-off performance by the Metropole Orches-
tra at the Cruise Terminal, is now in a position to assess
just how manoeuvres at the 41st edition have gone.

Spectrum

Audience figures are likely to be slightly lower than
last year — but that was anticipated. Other cultural
organisations in the Netherlands — from theatre and
opera companies to documentary festival IDFA —have
also experienced declines. “It fits in with the general
trend,” Wolfson states. “We already budgeted for
slightly less box-office.” However, the festival direc-
tor says he has been heartened by the reaction to his
decision to trim the programme. “What I was really
happy with is that it has been much easier to commu-
nicate the programme. People always ask you ‘what is
this year’s festival about?’ I can now sum it up in four
sentences’.”
Wolfson suggests that — between them — Power Cut
Middle East (the programme exploring the Arab
Spring), the Hidden Histories programme exposing
concealed aspects of Chinese society, the Mouth Of
Garbage celebration of raucous and subversive Brazil-
ian cinema and the For Real sidebar show sum up “the
whole spectrum” of what the Festival is interested in.

In tune
Guests whove been passing through town have
included Steve McQueen, Andrea Arnold, Miike

Takashi, Aki Kaurisméki, Michel Gondry, Peter
Kubelka and Peter von Bagh — a sign that established
directors as well as newcomers still gravitate toward
Rotterdam.

For press and audience alike, IFFR has become marked-
ly easier this year to navigate. In the process — Wolfson
says — it has also become easier to identify the exciting
new talents that the festival sets out to discover. “We
noticed on our side that we could give the films and the
guests more attention ... we can give the new filmmak-
ers the start we want to give them.”

The Festival has embraced social media in earnest for
the first time, creating its own app. At the same time,
the appointment of new and younger programmers,
several of whom have been promoted from within,
“has helped to keep us fresh and very much in tune with
what is going on.”

TIGER WINNERS

The Tiger Award winners were announced at
a ceremony in de Doelen last night. The Hivos
Tiger Awards went to Maja Milo§’ Clip (Serbia),
Dominga Sotomayor’s Thursday Till Sunday
(Chile/Netherlands) and Huang Ji's Egg and
Stone (China). Comprising directors Eric Khoo
and Samuel Maoz, actress Helena Ignez P de
Mello e Silva, and programmers Tine Fischer
and Ludmila Cvikova, the Jury praised Clip as
a “vigorous, rebellious, authentic, honest and
revealing film”. The Jury described Thursday
Till Sunday as “a gentle piece, rich with sensitive
observations” and lauded the “poetic language”
of Egg and Stone.

Kleber Menonca Filho's Neighbouring Sounds
(Brazil 2012) won the FIPRESCI Award. The
KNF Award, presented by the Jury of the Circle
of Dutch Film Journalists, also went to Clip. Wu
Quan’s Sentimental Animal (China 2011) won the
NETPAC award for best Asian film in Official
Seletion.

Going Dutch

One point of contention at this year’s edition is that
there haven’t been many Dutch titles in the programme
—and none at all in the Tiger Awards Competition (if
minority Chilean/Dutch coproduction Thursday Till
Sunday is excluded). Wolfson himself has taken over
the programming of Dutch films. “We always want
to have a Dutch Tiger,” he admits. “We are always
unhappy if we don’t have one.”

One of his goals is to strengthen the festival’s ties with
the Dutch industry. He is adamant that being at IFFR is
worth far more for a new Dutch film than screening at
a big international festival, where it is likely to get lost
and where the local press won't be there to support it.
“If you look at the track record of Dutch arthouse films
that have premiered at festivals outside the Nether-
lands, they've had a real tough time domestically ...
for Dutch film, the box-office is in the Netherlands. In
my point of view, the smart thing to do is to bring your
film to Rotterdam. It will get a lot of exposure from the
Dutch press. It will get a lot of exposure international-
ly, because international journalists want to see what is
being made in the country where the festival is. Then,
if you open the film relatively shortly after the festival,
your box-office will be significantly better than if you
just go to a foreign festival first.”

Culture

When the Festival opened 10 days ago with the screen-
ing of Lucas Belvaux’s 38 Witnesses, Culture Minister
Halbe Zijlstra was booed by some sections of the audi-
ence. Was Wolfson embarrassed by this reaction to a
festival guest? “It is not the first time he has not got a
very warm reception from an audience. It didn’t come
as a surprise. But he seems to have a very clear idea of
what his mission is and is determined to stick to it,”
Wolfson reflects. He adds that, in spite of the cuts he
is making in the arts sector, Zijlstra is supportive of
the IFFR. “He recognizes the festival as one of the most
important cultural events in the Netherlands and he is
happy with the efforts we’re making to try to find new
income and involve our audiences.”

IFFR’s initiatives have included such schemes as “Tiger
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Friends” and its telephone fundraising campaign,
through which it has already raised €32,000. Mean-
while, in late March, there will be a mini-Rotterdam
festival in Willemstad on Curacao. The Curacao Inter-
national Film Festival Rotterdam (29 March — 1 April)
is one of the initiatives that sprung up in the wake of
the Festival’s partnership with its new main sponsor,
Fundashon Bon Intenshon, founded by Gregory Elias
and Michael Elias. “Theyre looking at culture as a
means of furthering society in Curagao, and interna-
tional promotion of the island. I think theyre quite
smart. They want to go beyond the image of the beauti-
ful beach and say there is some interesting cultural life
there also.”

Renewal

The festival director pays tribute to programmer Dicky
Parlevliet, who is due to retire after this year’s edition.
“I will miss her. We all will ... I am still in denial, but
that’s also because she will be coming back.” Even if
she isn’t on the full-time staff, Wolfson expects her
still to be in the thick of next year’s festival. “What is
really special about her is that she is so supportive and
soloyal ... that level of loyalty and support she also gives
to the filmmakers. I get a sense of how the filmmakers
feel.”

When Wolfson took up the reins at Rotterdam in 2007,
it was initially on a part-time basis. After five years as
artistic director, he now has his feet firmly under the
table. His contract has been renewed for another two
years (2013 and 2014), and there’s an option for further
renewal after that. Yes, he says, he is relishing the job.
“The first two years were perhaps not very easy. I came
from the art world I'had to start to understand the film
industry, but now I do.”

The IFFR chief acknowledges that these are tough
times for the independent filmmakers. That, he argues,
is why the Festival’s importance is increasing. “We
have such a clear profile, such a good name. The film
industry will face really difficult times this year and
next year, purely for financial reasons. I think we as a
festival can help a lot to keep supporting filmmakers in
these difficult times!”
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Into the valley

The makers of Valley of Saints have offers
in their pockets and new projects up their
sleeves, Nick Cunningham reports

Producer/director pair Nicholas Bruckman and Musa
Syeed are mulling over separate offers for world sales
and distribution “within a Western European terri-
tory” after picking up the World Cinema Dramatic
Audience and Alfred P Sloan awards at Sundance 2012
for their Valley of Saints, they say. The pair will allow
the dust to settle after the IFFR before taking a deci-
sion. The Bright Future selection screens for the final
time this evening.

“This is a love story that takes place during a military
curfew in Kashmir,” comments producer Bruckman.
“The curfew was actually happening while we were
there, so we had to actually go out and place our actors
near armed guards and soldiers and protesters and
have them navigate the real-world conflict.”

Musa Syeed’s father was a political prisoner in Kashmir
who fled in the 1970s to the US, where Musa was born.
Years later, after making a number of documentaries
(including Bronx Princess, produced by Bruckman and
selected for the Berlinale 2009), Syeed found the project
that enabled him to reconnect with his family roots.

“T also wanted to offer a different perspective on
Kashmir, because it’s always about conflict or about
politics, and I wanted to do something more personal,”
Syeed explains. “So I went back there and I was really
struck by the landscape of the place and I thought it
could be a much more universal entry point for people.”
Producer Bruckman, who also boasts family ties with
India, concurred. “Around the time of Bronx Princess,
Musa presented me with the first draft of Valley of

Saints.1had travelled to Kashmir when I was a kid and
when I read the script I fell in love with it. I saw this
place which Thad known from my childhood as a place
of war now presented as a place where love and beauty
can emerge. I thought that this stunning environment
could be a perfect allegory for the conflict, and also for
the hope that can emerge between people. From the
moment I read it, I signed on board, and I'm glad I did
because it has been a really exciting journey.”

The pair are developing two further features: an immi-
grant-themed comedy/drama set in the US and South

East Asia, and a hip hop musical. “We're interested in
extending our scope,” Syeed comments.

“This has been a great stepping stone for us, especially
after the Sundance audience award,” Bruckman agrees.
“The major focus is the immigrant comedy/drama. We
are hoping to use some of the momentum from Valley
of Saints and make a film that is set both in the US and
South Asia which will reach audiences in both countries.”

Valley of Saints — Musa Syeed
Sat 04 Feb 19:45 CI1

Returnee trainees

Rotterdam’s Trainee Project for Young
Critics can bear fruit for its participants in
many ways, and keeps drawing them back
to Rotterdam, Ben Walters writes

This year saw the fifteenth edition of Rotterdam’s
Trainee Project for Young Critics, with six partici-
pants under the age of 30 coming to IFFR to develop
their skills in the context of an international film festi-
val. Participants take part in FIPRESCI jury meetings.
Since its inception, the scheme has welcomed trainees
from 30 countries: from Benin to Bulgaria, Peru to Sri
Lanka.

Dennis Lim, critic for the New York Times and
formerly the Village Voice and teacher at NYU, was
part of the Project’s first intake in 1998. “Your first
international film festival is always going to be a
revelation,” he says. “For young cinephilic critics, the
trainee scheme is a great opportunity to experience
the international film community and international
film culture, and to meet other likeminded film
critics, programmers and people in the industry. It’s
about exposure — to films and to people.”

Lim has returned to IFFR around ten times since
then. “It’s probably the festival I've attended the most
regularly,” he says. “I've certainly made friends here

\

Rotterdam's Trainee Project for Young Crif
Pang Li, Ali Deniz Sensoz and Katrine Hornstrup Yde

— other critics and programmers — who I've kept in
touch with for many years.”

Lim’s fellow New Yorker Brandon Harris is a more
recent alumnus of the scheme, participating in the
2009 edition. “That was such a watershed experience
for me,” he says. “It was the first international film
festival I had been to of this size, quality and pres-
tige and in a lot of ways it opened up my eyes to the
business of cinema as well as the way in which film
journalism works in other parts of the world. It was
also a tremendous boost to my resumé when pitching
articles, so it was very helpful that way.”

Harris has also found the benefits of the scheme have
carried on since his participation ended. “We get the
chance to come back again and I've developed a group
of people I primarily see at Rotterdam — producers,
journalists, filmmakers, IFFR staff. It feels really
familial.”

And the Rotterdam connection has branched off
tangentially: Harris was at this year’s CineMart as
producer of a feature. “I guess it was the scheme that
led to this — I saw (the director’s) previous film when I
came back to the festival last year. In many ways, the
journey to me sitting here in CineMart began on a
cold morning in December 2008, when I received an
email saying I was in the trainee project.”

2012: Giovanni Vimercati, Aaron Cutler, Janka Barkéczi,

f)hoto: Lucia Guglielmetti

Lone tiger

Daniel Nettheim’'s IFFR closer The Hunter
is a character study of an outsider rather
than a film about hunting, the film's lead
actor Willem Dafoe tells Geoffrey Macnab

“It’s not a film about hunting,” actor Willem Dafoe
tells the Daily Tiger of his role in The Hunter (IFFR’s
closing film). He plays Martin, a mercenary loner,
hired by a biotechnological company to travel to
Tasmania in search of a Tasmanian tiger. This is
a breed presumed to be extinct, but the company
suspects that there may be one last animal left in
the wilds. If Martin could track it down and get hold
of its DNA, the company stands to make a fortune.
The Hunter (an adaptation of the debut novel by Julia
Leigh) began its long journey toward production
several years ago as a project in IFFR’s CineMart. Its
director, Daniel Nettheim, has a long relationship
with Rotterdam. Several of his shorts screened here,
as did his 2000 feature, the black comedy Angst.

“It was the material and I liked the way how he
approached me. It was a passion project for him. It
was ten years in the making,” Dafoe (the big-name
US star of such movies as Platoon, Wild At Heart and
the upcoming John Carter) says of why he took a role
in a modestly budgeted Australian film. “The role
is very much an outsider — I like that role. T am the
gringo in an Australian movie!”

The movie was shot on location in Tasmania. “Not

&
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HUMIDITY HUMILITY

The Daily Tiger caught up yesterday with
Serbian producer Natasa Damnjanovic of Dart
film, whose Cinemart 2012 project Humid-
ity picked up the Eurimages Co-production
Development Award, valued at 30,000 Euros on
Wednesday. Humidity was one of the inaugural
Boost! projects, presented in association with
the Hubert Bals Fund, the Binger and CineMart.
The project concern a man whose inner demons
are unleashed after his wife disappears.

“It was just amazing getting into CineMart
in the first place,” Damnjanovic commented.
“It was really something for us first-timers
coming from a country that is not a big force
in the industry. It is amazing. Writing and
developing the script has been a really long and
time-consuming process. That has been going
on for over a year now and it’s really difficult
when you are in a country where development
money barely exists. There is really not enough
to let you take the time and devote yourself to
the project and make it as good as possible. This
money will help us with that.”

The project has a fixed shooting date in the
summer of 2013 — “we need the summer atmos-
phere for this story” — and the award seems
to be hastening the finance process towards
this deadline. “As always with co-production
markets like this, deals never happen on the
spot, but from the beginning there was a lot of
buzz and interest around the project. Now after
the award it is even more. It’s now getting to
the point where interest in the project is really,
really substantial.” (NC)

only is it a very particular and a very beautiful
place, a very exotic place, but part of if deals with
this mythology that is very central to Australia, that
of the Tasmanian tiger.”

We follow Martin as he turns up in a tiny Tasma-
nian community, trying to pass himself off as a
scientist. He is staying at the beautiful but remote
home of Lucy (Frances O’Connor), a traumatised
woman whose husband has gone missing is mysteri-
ous circumstances.

When we first see him, Martin is an aloof and
inscrutable figure. He is highly professional but
doesn’t connect with other people. His idea of
relaxation is to lie in a hot bath listening to opera
music and shutting out the world. Martin is another
of Dafoe’s many screen loners (akin to the charac-
ters he has played in such films as Light Sleeper and
To Live And Die In LA). He talks of how he is drawn
to “marginal people, people with a different way of
thinking.” The Hunter has action movie elements
but is more of an eco-parable than a conventional
thriller.

Martin, Dafoe suggests, is “really at the heart of the
movie. It is not about hunting. It’s not about Tasma-
nian tigers. It’s about the emotional journey of this
character. It’s a character portrait.”

The Hunter — Daniel Nettheim
Sat 04 Feb 22:15 Oude Luxor
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Grant Gee

Walker

For his film Patience (After Sebald), screen-
ing in Spectrum, Grant Gee followed (liter-
ally) in the footsteps of venerated writer
W.G. Sebald, Edward Lawrenson writes

It was relatively recently that Grant Gee encountered
the work of W. G. Sebald. “It was about 2007,” he says,
“and someone just passed me a book and said, ‘go on,
read that”

The ensuing movie Patience (After Sebald) is a feature-
length film essay on The Rings of Saturn, Sebald’s 1995
account of a walking tour he took of Suffolk in the east
of England. A melancholy mix of travelogue, history,
memoir and criticism, the book is perhaps the fullest
expression of Sebald’s digressive style, an expansive
and ruminative approach that the film shares. “I
wanted the film to act in a way so that it had a drift to
it,” says Gee. “So that after a while you could accept a
transition from a bit of archive film to a bit of biogra-
phy to a bit of landscape. Any information that came up
without jolting us. I wanted the film to have a hypnotic
quality, so you could accept different types of material.”
Mixing interviews with Sebald enthusiasts, including
Tacita Dean and Rick Moody, with archive material,
the “spine” of the movie comprises black-and-white

. Right first time
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16mm footage of the locations where Sebald walked.
Armed with a Bolex camera, Gee “plotted out exactly
where Sebald walked” and followed the route, stop-
ping to film what he needed. Aptly enough, given
Sebald’s pre-occupation with loss, the stock that Gee
wanted to use was about to discontinued. This limited
how much he could shoot. “The fact of only having
90-odd minutes of stock for an 80-odd minute film
was just brilliant. It meant no retakes. Don’t mess
around. And when it came to the editing, basically
everything I shot is there.”

A German writer who was long based in Britain,
Sebald explored the cultural connections between his
country of birth and adopted homeland. The writer
also reflected on larger questions of European iden-
tity: “That’s one of the really important things that
the book has left with me — the sense of England being
part of Europe, imaginatively and literally.” Bemused
by the similarities between between the Dutch land-
scape and East Anglian one that Sebald wrote about,
he adds: “It’s the same thing really, even down to the
windmills.”

Patience (After Sebald) — Grant Gee
Sat 04 Feb 09:15LV1

Brown-eyed girl

-a

Debut director Eileen Hofer got some good
advice from Hollywood insiders, she tells
Geoffrey Macnab

Not so long ago, Eileen Hofer (whose He Was A Giant
With Brown Eyes is a world premiere in Bright Future)
was a journalist on the celebrity beat. When the Swiss
filmmaker was interviewing big-name directors and
actors at international film festivals, she always saved
a few questions for herself.

“I was doing interviews with celebrities. I didn’t like
that,” she says. “But everyone gave me good tips because
I was always asking about filmmaking and directing
actors and so on.” Matt Damon told her: “If you want
to make a first film, make it easy.” As a self-taught film-
maker, this was advice she took to heart.

Hofer had the idea for making He Was A Giant With
Brown Eyes last year. Stuck and bored in a masterclass
at the Visions Du Reel Festival in Nyon, she began to
think about just how she could direct a movie with
no funds. “I wanted to just go — not to have to wait for
answers from producers.”

A few telephone calls later, the Geneva-based film-
maker had arranged to follow Sabina, a 17-year-old
Swiss-based woman she knew, who was about to spend
her summer in Azerbaijan with her father and her older
sister. “I liked the fact that she was a teenager. I liked
the fact that she was becoming a woman. That was my
initial idea.” Sabina (with whom Hofer has a strong
personal connection that is not revealed till the end of
the movie) was happy to be filmed. Hofer describes her
as charismatic and easygoing. However, Sabina wasn't

altogether happy. She had come to Azerbaijan because
she yearned to spend time with her father. She had
rarely seen him since she moved to Switzerland with
her mother following her parents’ divorce.

He Was A Giant With Brown Eyes was shot with a
tiny crew on a Canon 5D. Yes, Hofer admits, her
technical knowledge is limited. When her cinematog-
rapher asked if she wanted to use a wide-angle lens, she
responded: “I don’t know what you're talking about. I
want loneliness.”

On the day the crew arrived in Baku, they stumbled
into a huge wedding and immediately began filming.
The film was in Russian — a language that Hofer didn’t
speak. She had to convince the family to participate. At
the same time, she was trying to coax performances out
of the family members. Rather than having characters
talk directly to camera, the director elicited informa-
tion in a more subtle way.

“T'd say: ‘in this sequence, youTe going to talk to your
grandfather. Iwant you to ask him about the war, about
the army and about the Soviet Union. Action!”

Hofer’s own background has parallels with that of
Sabina. Her family fled Lebanon in the mid-1970s. Her
father is Swiss. Her mother is half-Turkish, half-Leba-
nese. “I have always been traumatised and touched by
those (stories of) immigration. I suffered a lot about
where I come from. Am I Swiss, am I Lebanese, am I
Turkish? My answer is I am all three, and that’s a posi-
tive point!”

He Was A Giant With Brown Eyes — Eileen Hofer
Sat 04 Feb 19:30 CI6

For the lead role in her debut feature, Rob-
erta Marques cast a local dancer with little
acting experience. A gamble that paid off,
she tells Edward Lawrenson

The title character of Roberta Marques’ debut
feature is Réania, a teenage girl from a favela in the
city of Fortaleza in North-eastern Brazil. Combining
school with part-time work in a bar, Rania dreams of
becoming a dancer, and strikes up a relationship with
middle-class choreographer Stella.

It’s a gentle, slow-burning, well observed tale that
features a remarkably assured performance from
debut actress Graziela Felix in the lead. “We did long
research with around 300 girls,” says Marques, who
divides her time between her home country of Brazil
and Holland, where she studied in the 1990s: “Ilooked
at dance schools that focussed on social integration —
those are schools that exist in the favelas. I had a cast
producer from Rio and we did our research together.
Graziela was the first girl we auditioned!”

The director was determined to cast a local girl: “The
majority of actors in Brazil are trained in Sao Paulo
or Rio, and the drama schools in Fortaleza are classi-
cal and theatrical. So I was looking for a dancer, not
necessarily an actress.”

How did she entice such a natural performance from
the inexperienced Felix? “I work a lot with dancers
and stage performers — and in performance that

sense of here-and-now is very important. So my whole
approach is to take off all the layers performers tend
to have. Because she hadn’t acted before she didn't
have any layers: she just had herself. And through
the rehearsals I could see she had a natural talent for

acting, soIreally had to encourage her not to lose that.
There was a discussion whether we should change her
accent — it’s a strong local one — and get her to speak
less softly. But I realised if we did that we’d make her
more artificial, more self-conscious.”

Alongside Felix is a commanding turn from estab-
lished actress Mariana Lima as Stella. “There was a
bigger part for Stella in the script: there was more on
her family, which pointed up the contrast between
her background and Rania’s,” Marques says. “We
shot everything but the budget (around €650,000)
was tight and we didn’t have enough time to properly
develop Stella’s story.”

About to return to Brazil for the domestic premiere,
Marques says the film is yet to find a world sales agent.
She adds: “We've got a couple of meetings in Rotter-
dam so let’s see what turns out.”

Rénia — Roberta Marques
Sat 04 Feb 09:30 PA7

Dreams of

Andrés Duque's Dress Rehearsal for Utopia
is an intensely personal meditation on loss.
By Edward Lawrenson

“The thought I had was that my computer hard drive
was analogous to my brain or my memory,” says
Andrés Duque about the system he has for storing
material he shoots with his iPhone. “I began working
with this idea in mind.”

It’s a telling comment, because the film that grew
out of this process, Dress Rehearsal for Utopia (which
received its world premiere in Bright Future last
Thursday), is an intensely personal, dreamlike crea-
tion; a collection of haunting images that do indeed
feel like fragments of memory. The project began
with Duque’s efforts to track down some archive film
in Mozambique. It was during this process that his
father fell terminally ill back in his home country of
Venezuela. This sad family event impacted on the
development of the film. Interspersing haunting
images of Mozambique — including many shots of

my father

locals dancing and snatched glimpses of urban and
country life — are tender shots of Duque’s frail father.
Despite asserting that he “doesn’t try to exorcise
things” with his diary-like style of filmmaking,
Duque agrees that the project was part of the grieving
process. “It was only four months ago that I included
images of him,” says Duque of his decision to make
reference to his father in the film: “It was almost some
kind of voodoo. I was combining images of these
Mozambiquians dancing with my father dying — it
was like I was trying to keep him alive.” Duque credits
IFFR programmer Gerwin Tamsma with encouraging
him to finish the film. “I sent him a work in progress
and he liked the film and he told me I should finish
it. I said, ‘if T can, I will. And perhaps because I like
editing so much, I was immediately caught up in the
project again — and I think it helped me to deal with
my father’s death.”

Dress Rehearsal for Utopia — Andrés Duque
Sat 28 Jan 22:30 CI7
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ACE ¢ Binger Filmlab e Catalan Films & TV e Centre for the Moving Image ¢ Cinéfondation Résidence du Festival ® CineLink ® Cinergia ® CPH:DOX e Creative Scotland ® Doha Film Institute ® Durban FilmMart -

Durban Film Office ® EAVE ¢ EYE Film Institute Netherlands e Festival Scope ® Film | Vast ¢ Film- und Medienstiftung NRW e Finnish Film Foundation e Flanders Audiovisual Fund ¢ Fundacion TyPA ¢ HAF e IFP
Indigenous Branch - Screen Australia ¢ Internationale Filmfestspiele Berlin © Irish Film Board e Israel Film Fund ¢ KOFIC ¢ Media Desk Netherlands ¢ Medienboard Berlin-Brandenburg ® Meetings on the Bridge ¢

NCN Rome ® NCP ¢ New Zealand Film Commission ¢ NFDC India ® Paris Cinema ¢ Producers Network Cannes ® Proimagenes Colombia ¢ Rio de Janeiro State Secretary of Culture ® Rotterdam Media Fonds e Skillset ®
Sundance Institute ® Telefilm Canada ® Wallonie Bruxelles Images

Tiger Business Lounge

3PO ¢ ABN AMRO Bank N.V. ¢ Argos Oil ® Bilderberg Parkhotel Rotterdam ® Center for Strategy & Leadership ® DHL ¢ Dubois & co Registeraccountants ® Dura Vermeer Bouw Rotterdam ¢ Ernst & Young ¢

Freeland Corporate Advisors ® Gemeente Rotterdam ® Globe Business Travel ® Groot Handelsgebouwen NV ¢ HDI-Gerling Verzekeringen NV ® Hogeschool Rotterdam ® Hogeschool Inholland Rotterdam e Houthoff
Buruma e ING Bank Rotterdam e Intermax Managed Hosting ® Manhave Vastgoed © Matrans Holding BV ® Men At Work TV Produkties ® NautaDutilh ¢ Nedspice Holding BV ® Organise to Learn ® PriceWaterhouseCoopers ®
Rotterdam Media Fonds ® Smit Internationale ® Syntrus Achmea ® Veenman+ ® Vestia Groep

Campagnebeeld 2012 Distributeurs

Concept en ontwerp: 75B ABC - Cinemien ® A-Film Distribution ® Benelux Film Distributors ¢
Cinéart Netherlands ¢ Cinema Delicatessen ® EYE Film Institute

Festivaltrailer Netherlands e Filmfreak Distribution ¢ IDTV Film e Imagine

Concept en ontwerp: IN10, CCCP e Distributie: Jean Mineur, Nederland ® Just Film Distribution ® Lumiére ® Nederlands

Goofilex Instituut voor Mediakunst - NIMk ® O'Brother Distribution ® Sony

Pictures Releasing Netherlands ¢ Universal Pictures Benelux ®
Warner Bros. Pictures Holland ® Wild Bunch Benelux

COLOFON DAILY TIGER Programma informatie: Chris Schouten, Melissa van der Schoor Vormgeving: Sjoukje van Gool, Laurenz van Galen,
NL: Anton Damen (hoofdredactie), Else de Jonge (eindredactie), Coébrdinatie A-Z: Saskia Gravelijn, Lot Piscaer, Robert-Jan Schiphorst, Gerald Zevenboom, g7b.nl

Joost Broeren, Paul van de Graaf, Elsbeth Jongsma, Sietse Meijer, Anne Lynn Cleuren Drukker: Veenman+

Kim van der Meulen, Maricke Nieuwdorp (redactie), Lotte Kroese, Fotografie: Felix Kalkman, Bram Belloni, Corinne de Korver, Ruud Jonkers, Acquisitie: Daily Productions

Niki van der Ende, Fabian Schellevis (web), Lucia Guglielmetti, Rogier Maaskant, Nichon Glerum Oplage: 10.000 ex

Afke Duinkerken (marketing en communicatie) Met medewerking van:

UK: Edward Lawrenson (editor-in-chief), Nick Cunningham, Anne Lynn Cleuren

Geoffrey MacNab, Mark Baker, Ben Walters (web)
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Back to nature

Stepping down this year, IFFR programmer
Dicky Parlevliet recalls her long involvement
with the festival. By Geoffrey Macnab

“Jesus! I think that was in 1979,” IFFR programmer
Dicky Parlevliet exclaims when asked when she first
met Rotterdam Festival founder Hubert Bals. Parlev-
liet (retiring after this year’s Festival) is one of the few
current members of the IFFR team who worked with
Bals. “I came back from France. Thad nothing to do and I
urgently needed money,” Parlevliet recalls of the circum-
stances that brought her to Rotterdam. She had been
living as a “paysan,” tending her small farm in France.
The Festival was then part of the Rotterdam Arts
Foundation. Parlevliet secured a job with Poetry Inter-
national, part of the Foundation. Bals worked in the
same building. “He was very tall ... and very expres-
sive,” she remembers. “He always said what he thought.
He was a very honest, open man. I liked him, but there
were many people who were afraid of him.” Bals head-
hunted Parlevliet. He told her that if she was going to
work for the film festival, “I don’t want you to work for
the poetry people any more.”

Boats & planes

Back in those days, the Festival’s main home was a boat
on the River Maas. Some guests stayed at small family
hotels near the (old) LantarenVenster, but most stayed
in cabins. “Thave pictures of that boat. It was fun! Every-
body had a cabin. It’s not a hotel. You hear everything. I
was well aware of who did it with whom ...”

Slowly, the Festival expanded and relocated to the
Hilton. The spirit, though, remained largely the same.
Bals set the tone for the event. “He was very loved by
the people and he knew everybody. He was very funny.
Sometimes, he would stand on a table ... he was a
showman as well.”

Bals may have been lovable, but he wasn't easy to work
with. Parlevliet recalls him as very demanding. If he
was stuck in China, he’d call up his assistants in the
middle of the night and demand they change his ticket.
“Sometimes, men use women like a nurse,” she reflects.
“I said ‘T am not a nurse. I want to work for you but I
am not going to go to the laundry to bring your clothes
there. Thate those things!”

“L
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Parlevliet is full of admiration for Bals' ability to
improvise. One year, Georgian filmmaker Otar Iosse-
liani was the subject of a retrospective. He was living
in Paris at the time and worried that if he came to
Rotterdam, he might lose the right to return to France.
“It was a question of papers,” Parlevliet remembers.
She and Bals therefore organized a small plane full of
journalists and festival guests to fly from Rotterdam
to Lille ... and that is where Tosseliani held his festival
press conference.

Cigarettes & alcohol

Bals — a heavy smoker with an appetite for Jenever
(Dutch gin) — died suddenly of a heart attack in the
summer of 1988. He was only 51. “He had had an earlier
stroke. The doctor said he should move more and that
he shouldn’t smoke.” Parlevliet remembers that Bals
briefly began bicycling round Rotterdam in a bid to
boost his health, but that he soon started smoking
and drinking again. In its early years, the Festival
had a distribution arm — Film International. Bals was
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acquiring films as well as programming them. “They
(the Government) took that from him at the begin-
ning of that year (1988),” Parlevliet remembers. “They
stopped giving him subsidies.” The movies he had
collected went to the Film Museum. Bals (Parlevliet
believes) was deeply depressed that he had been forced
to withdraw from distribution. “That didn’t help ... he
died in his house, watching television.”

Change of air

With Bals’ death, the Festival’s future was briefly
thrown into question. One edition — dedicated to
Bals and featuring films Bals had already begun
to choose — was held under the stewardship of
Anne Head. Kees Kasander (later to produce Peter
Greenaway’s films) and Parlevliet helped pull the
programme together. In 1990, Marco Miiller became
director. It was at this point that Parlevliet decided
she needed a change of air.

For a while, Parlevliet worked with Kees Kasander’s
production company. Then, she took a job with the

VPRO. She was still attending Rotterdam, researching
for arts and film programmes (most notably Stardust).
During these years, one festival director — Emile Fallaux
— recruited her to programme a small sidebar on “film
and TV”. Eventually, Parlevliet returned to work for the
festival full-time. The VPRO was based in Hilversum,
and Parlevliet was still living in Rotterdam. This meant
agruelling daily drive between cities. “It’s an awful road.
There are always traffic jams. I did that for nine years.
I was so fed up, I became a nasty girl! You lose so much
time, it makes you sick.”

When Sandra Den Hamer invited her back to the Festi-
val, she was initially reluctant. “I said ‘you can't do that.
If you've worked there before, you can't do that”” Den
Hamer countered “why not?” So she returned. That was
in 2001. Thus began her second stint. “It was a complete-
ly different festival. I was not allowed to talk of the earlier
days ... and T didn’t.” Her main tasks have been to “take
care” of the French guests and “to give a helping hand at
the talkshows”.

French connection

In recent years, Parlevliet’s French connections have
helped the Festival secure many films (among them this
year’s opener, Lucas Belvaux’s 38 Witnesses).

Once this year’s festival finishes, Parlevliet will head off
to her house in the Ardeche in France. What she will get
up to there? She is planning to play the bandoneén, to
birdwatch and to work in her “potager.” “I have a garden
with lots of vegetables ... if Tam in nature, [ am a different
person, nicer, more gentle —I think!”

Not that Parlevliet is going to cut her ties with IFFR. She
will continue to read projects submitted to the Hubert
Bals Fund and the CineMart.

“What I like very much is the young people in our festi-
val,” she points to the new generation of programmers
rising through the ranks at IFFR, often starting in lowly
positions. “T always say to Rutger (Wolfson), ‘you should
keep those people. They are film lovers with a very good
eye for cinema!”™

As for her own departure from Rotterdam, she isn't
getting too emotional about it. “I don’t think of those
things. I can change very easily in my life. Ijust close one
part of my brain and I open another part to go to France
...Iwork alittle bt like that.”

It's a wrap
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