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The YAMAGATA International Documentary Film Festival (YIDFF) is a project
marking the 100th anniversary of the municipalization of Yamagata City. To com-
memorate this centennial year, we plan to hold the YIDFF on a biennial basis
hereafter.

The YIDFF will put together a programme of excellent documentary films from
all over the world. They will be featured in a competition section and the best film
will be awarded a cash prize worth ¥3,000,000. This award is named the Robert
and Frances Flaberty Award after the “father of the documentary” and his wife.

Yamagata City declared itself a peace-loving city in 1984. Its hope is that there will
be a peaceful world without any war. Many films dealing with disorder and war
were submitted to the festival but we believe that the desire for peace forms the
basis of these films. We expect all our guests, participants and audience to ex-
change views, to express the desire of peace, to promote mutual understanding of
each other’s countries and achieve lasting friendship.

W plan to make this festival a substantial one — one in which all the filmmakers
from all over the world will set their goals by. We hope to make our festival a gate-

way to success for young filmmakers.
L’
S FE %

Tadao Kanazawa

W /=0 3 A7 100R EHEE AR 2 S R

Mayor of Yamagata City

Chairman, Yamagata City Centennial Council
President, YIDFF’89 Organizing Committee
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Though Yamagata City has developed from being a castle town, it has more of an
atmosphere of a city of tradesmen than of samurai warriors. It was ruled by as
many as twelve families of feudal lords instead of one long lineal family. The
longest-ruling family ruled for thirty years while the rule of other families was
limited to short periods; the shortest reign was only a few years. This situation is
reminiscent of the way in which governors were appointed by the government to
serve in a city for short terms in the Meiji era.

Under such a condition, the merchants, craftsmen and peasants of Yamagata did
not depend on their feudal lords but adhered to their own independent ways. The
people of Yamagata, therefore, seem never to have taken to their lord.

Matsudaira Yamato-no-kami, the seventh lord of the twelve families, was fond of
plays, and left detailed records of performances in those days in his “Diary of
Yamato-no-kami”. There is quite an interesting description in this book. It is thata
play, written and acted by the ordinary citizens, was performed in Yamagata Castle
in 1689 and 1691.

This must have been the first local play performed in our country and in no other
places did the lord of the city and the ordinary people come together to enjoy a
play.

We understand from this episode that Yamagata had the climate to create and cul-
tivate such local entertainment. This is our answer to the question, “Why are we
showing documentary films in Yamagata?”

B P T

Satoshi Tanaka
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Chairman, YIDFF "89 Organising Committee
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Today the universe is filled with satellites and dense communication networks are
set up all over the world. They make it possible for us to see incidents happening
in the various parts of the world in real time on TV in our own houses.

Keeping this in mind, Yamagata City’s attempt to find out what a documentary is
seems to be a most timely event for me. No matter how sophisticated the commu-
nication system has become there are passionate messages which cannot be con-
veyed through the news media. Yamagata City offers us the time and place to see
such films full of messages and discuss them.

The most important part of the documentary is the filmmaker’s point of view.
Behind an incident lie facts which often cannot be noticed from the outside. And
these facts are sometimes different from those seen from the outside. What is re-
quired for documentary filmmakers are the sharp eyes to determine what to pick
out and what to leave out from a collection of facts. And these facts are to be
weaved and constructed into a work based on the filmmaker’s point of view.

It surprises me to realize how this process resembles that of Ikebana. In Tkebana
we are to cut off the unnecessary parts from the plants and recreate a new form in
space.

I started my career in filmmaking as a documentarist. In other words, the docu-
mentary is the starting point of my filmmaking; and therefore, I especially like this
kind of event.

However, continuity is the most important thing for such an event. As the years go
by, something new which can later become a big movement will surely be born. I
will be thrilled to see Yamagata City become the center of such a movement

| PR

Hiroshi Teshigawara
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President of Jury
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Hiroshi Teshigawara, President of the
Jlll'y (Japan)

Born in Tokyo in 1927, Teshigawara studied painting at the
Tokyo National University of Fine Arts and Music. He made his
debut as a film director in 1953 with the short film, Hokusai,
about the famous artist of the Edo period. During this time, he
also worked with Fumio Kamei, a prominent documentary
filmmaker. His first feature film, Pitfall, was released in 1962.
Teshigawara consolidated an international reputation with
films such as Woman of the Dunes (1964), The Face of Another
(1966), and Summer Soldiers (1972). In the mid-seventies,
Teshigawara left the film industry behind to eventually become
(in 1985) the third head of the Sogetsu School of Ikebana
(flower arrangement). However, he has returned to films and
his new feature, Rikyu, has been released this fall.
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Koharu Kisaragi (apan)

Born in 1956, Kisaragi graduated from the Department of
Philosophy in the Tokyo Women’s Christian College. She has
been involved in drama since the sixties and has headed the
drama group “Noise” since 1963. She has produced and di-
rected many plays and is also involved in a variety of activities
including essay-writing, reviewing and appearing on TV.
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Richard Leacock (usa)

Born in 1921, Leacock has been a filmmaker from the age of 14.
Educated at Harvard, Leacock served as a combat cameraman
during WWIL After the war, he worked as an associate pro-
ducer and cameraman on Robert Flaherty’s last film, Lowuisiana
Story (1948). Leacock went on to pioneer the cinema verité style
of documentary filmmaking and has photographed, edited and
co-directed many prominent documentaries, among them Ku
Klux Klan — The Invisible Empire (1963), Don’t Look Back
(1967) and Monterey Pop (1968). He was the founder of the film
department at Massachusetts Institute of Technology (MIT).
He is now experimenting on a new film to be shot in Video 8.
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Serge Daney (France)

Born in 1944. Daney was the former editor and publisher of
Cabiers du Cinéma and remains active as a film critic and jour-
nalist for news media such as Libération and others. One of the
themes in Daney’s writings has been the relationship between
documentary and fiction. Daney is also the author of La salaire
du zappeur, La rampe and Ciné journal.
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Tomas Pérez Turrent (Mexico)

Born in 1937, Turrent graduated from the University of Mexico
(Philosophy) in 1961 and was also educated at IDHEC, Paris. He
works as a critic and scriptwriter. His scripts for documentaries
and features include Canoa (1975, directed by Felipe Cazals)
which was based on the students’ movement in Mexico in the
1960s; Jubileo, a documentary made in 1979 by Rafael Leduc
- and Sandino (1989, directed by Miguel Littin).
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Lester James Peries (i Lanka)

Born in 1919, Lester James Peries is Sri Lanka’s leading film di-
rector. He was fascinated by the cinema during his stay in
London as a newspaper reporter in his early career. He released
Rekava, the Line of Destiny in 1956, which is cosidered to be the
first example of the full-scale Ceylonese film. He has made
many films in his native Sri Lanka (formerly known as Ceylon)
including Gamperaliya, Changes in the Village (1965), Village in
the Jungle (1979) and Kaliyugaya (1982).
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Marina Goldovskaya (Ussr)
Born in 1941, Goldovskaya graduated from the camera faculty
of the Moscow Film School (VGIK) in 1963. She worked as a di-
rector, scriptwriter and cameraperson in film and television.
She is a doctor of aesthetics and is the author of several books
on problems in documentary filmmaking.
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YAMAGATA,
DOCUMENTARY and YIDFF’89

During our preparations for the YIDFE we were often asked: “Why are you holding a film festival in
Yamagata City?”

To this question, we have no simple answers.

But since ours is a documentary film festival, we can by no means overlook the role of one of Japan’s
foremost documentary directors, Shinsuke Ogawa, who has lived in Magino Village in Kaminoyama
City, next to Yamagata City, for as long as 16 years. There, Ogawa has made the excellent documenta-
ries, A Japanese Village: Furuyashiki-mura (1982), and Magino Village: A Tale (1987).

On the occasion of the YIDFE we took this opportunity to ask Ogawa about his films and his feelings and
expectations of the film festival.
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...Mr. Qgawa, you started making documentary films
in the mid 60’s and you were filming your famous
Sanrizuka series from the late 60’s to the mid 70’s.
Then you moved to Yamagata. What does making
documentaries mean to yous

“Documentaries start off from reality and return to
reality. Take rice fields, for instance. Some of the
fields are cool, others warm. The kind of soil and
the way in which water flows depend on where the
rice fields are located. They are so different. It took
farmers almost a thousand years in history to devel-
op, especially in providing food, for example, rice,
even though the rice paddy looks ordinary. It hon-
estly reflects what the person in charge thinks.
Also, it depends largely the natural conditions of
the area such as the weather, climate, height, etc.
This applies not only to the rice field, but to other
things.

One of the first things we started when we moved
to Magino Village was to cultivate rice. Now I feel
each of the rice fields is so dear to me. When work-
ing on the field, sometimes I realize that rice
cannot move about but grow where it is planted.
We have a cold summer every few years in the
northeastern part of Japan. Rice can live only one
year and if it is hot or cold, rice experiences only
one summer. When the summer is cold, even its
flower blooms, but it cannot work its pollination
well because of the cold. I cannot forget those seeds
which failed to pollinate. Then I find myself notic-
ing that the rice is shivering in cold rain. Once I rea-
lized that, I think I could make a film about rice.
When I synchronise my physiology with the rice’s
physiology, I begin to grasp the rice and the camera
starts to shoot.”

..t must be very difficult for you to continue to make
Sfilms, in many aspects, not least the financial one.
“Yes, documentary films are not easily shown in a
theater, nor patronized. In my case, [ take a long
time to film and it makes the situation worse. How-
ever, | also think this bad condition enables me to
make films.

In the days when I first started to make films, there
was almost no chance of showing independent
films. So the filmmakers did everything; distribu-
tion, becoming theater-managers, selling tickets
and publicity. Otherwise, nobody would have seen
our films. Because we have worked together in a
team with almost the same members, we have
shared the ideas of each film. And we had the op-
portunities to meet many people as we toured all
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over Japan with our films. These experiences
became the source for the next film.”

... What brought you to Magino Village in Yamagata
Prefecture after Sanrizuka?

Before coming to Yamagata, [ was filming the pro-
test activities against the construction of Narita Air-
port in Sanrizuka. During the filming, I gradually
found out that the wives living in the sea coast had
utterly different ways of expression from the wives
living in the inland areas. I believe it is the same
everywhere but it was the world of each individual
with his or her own way of life and such worlds
swirled in chaos. It made me think that conflict is a
kind of expression and culture. If you realise this,
daily work in the farms could also be an expressive
action. Everything, such as rice, earth and sky has
its expression. Only we don’t notice it. In this way,
we made our decision to leave for Yamagata, I
think. In fact, when we visited Yamagata on a tour
of showing Sanrizuka: Heta Village and talked
with the farmers, we were invited to come and stay
in Yamagata. That was a real chance.

Now, after completing my latest work Magino Vil-
lage: A Tale, 1 realised clearly that when I am film-
ing a person, he or she makes ready to be filmed. If
you are to film people, living beings and the cli-
mate, you should move toward them by yourself.
While I get to know and make friends with them —
sometimes even fight with them to gradually trust
each other — I understand the area and its climate
concretely. However, in the filming process, you
will tend to disrupt the natural harmony.

What I want to film is the world to be created
through the collaboration of those who film and
those to be filmed.”
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... This is the first time for Yamagata to have a film
festival. What are your thoughts and expectations of
the festival?

“For me — as well as for many other filmmakers —
there was almost no possibility of success in mak-
ing documentaries, objectively speaking. We cre-
ated the possibilities ourselves by throwing our
own passions into projects so that there was no
option other than to proceed. So I hope that the
festival seize the possibilities at hand and take the
direciton to expand.

[ am a filmmaker myself and so therefore, stand on
the side of those who want their films shown in fes-
tivals. But looking from the outside, I think it is
great that a network was formed not only within
Yamagata City, but with other cities in the prefec-
ture to ensure the success of the festival. The
people themselves — and not officials or bureau-
crats — try to be involved in the festival. They are
farmers and office workers. Once it was learned
that Yamagata City had planned a film festival,
more than 200 films were submitted to Yamagata.
Locals used only to wait for something to come
from outside — from Tokyo — and when nothing
came, they complained. But when the people
themselves take the initiative, you can communi-
cate with the world directly. This October, the
people will meet documentary filmmakers from all
over the world and appreciate the films at the festi-
val. I have a feeling that there will be new possibili-
ties in the world of documentary filmmaking.
By the way, the city is surrounded by rice fields in
every direction within ten minutes’ drive from the
center. This means that Yamagata is a typical Japa-
nese agricultural district. But actually, these fields
are being destroyed by highways. The people who
cultivate these fields are worried about their future
— or about the future of Japanese agriculture. And
the people who are involved in networking and
organising the festival all live in this area — in the
midst of the problems.

As well as taking part in the festival, they will try to
invite the directors and guests from abroad to their
villages and talk to them face to face. I hope all our
overseas guests will — apart from showing their
works — also try to understand the particular char-
acteristics of Yamagata. It is only through sticking
to the unique qualities of Yamagata that the possi-
bilities of the festival will expand to the whole of
Japan or the world, breaking the small frame of
Yamagata.”
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Director’s Biofilmography:
Roland Legiardi-Laura was born in New York City of Italian-Russian descent.
He studied poetry and political science and directed a travelling troupe of per-
formance poets between 1979-82. Azul is his first feature film.

COfERI. —R=A T 7T EROTATENLOME On the face of it, Roland Legiardi-Laura’s Azu/
NDEIRRZD, Lb, [HREEBIFALANELE is an unfashionable film about the revolution in
2] RELWET2HRY . oasTanizE, RefeE Nicaragua. What is more, the film seems hope-
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COERSEARAE (REMEMR IV AF 37D claring, as it does, that “poetry and revolution are
A Y OB, BN - BB H RS WIS two faces of the same moon”. As such, Azux/ may
Bio T ) A bEATWfERE LI T B, well be the film that the revolutionary left —
UL, #8422 cofmiciEod it embattled on moral and political fronts by inci-
2 b U, S ORI Y7 4 = 2 8 AL dents such as the Tiananmen massacre and

Gorbachev’s reforms — is waiting for. However,
anybody who loves poetry cannot but be se-
duced by Azul. Neither is it the clear-cut, catego-
rical supporter of Sandanista cultural policy as it
i i K R appears: the film is about poets and poetry, in-
B2 ) ZE—ERHEHRLLTH) L), 42 TE cluding both the supporters and the contras (the
RI:ZEDTORAHIRL TS, ) TE=DNT legitimate ones). Its ultimate source of wonder
A=V RAERTWRE[IUHEGLL LR and delight is the poetry itself. And the poets,
Thb ekl LK L-TS 2, some of whom — notably the Black poet Carlos
Rigby — make their words sing like they never
do. Seeing Rigby perform, one is tempted to say:
if this is revolution, let’s have more of it.
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At a time in history when all of Central America
is shaken by war, and tempted with a very precar-
ious prospect of peace, documentaries tend to
focus on the most immediate and newsworthy
issues as their subject matter. Azul proceeds from
a different perception, through a series of 24
poems interwoven with interviews and debate,
this documentary creates for the viewer a poetic
narrative of Nicaragua’s people and culture. Itisa
film made for the long haul, as a basic building
block of mutual respect and appreciation. Nica-
ragua offers the world one of its most unique
cultural phenomenon, a country whose con-
sciousness was formed in the crucible of its

poetry.

Films in Competition
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ESPERANDO UN TREN
ONE HUNDRED CHILDREN
WAITING FOR A TRAIN

Director: Ignacio Agiiero

Photography: Jaime Reyes, Jorge Roth

Editor: Fernando Valenzuela

Sound: Ernest Trujillo, Freddy Gonzélez, Mario Diaz
Producer: Beatriz Gonzilez

Production Company: Ignacio Agiiero Productions, Santiago,
Chile, in association with Channel 4, UK

Print Source: Icarus Films, 200 Park Avenue South, Suite 1319,

For a Train
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Director’s Biofilmography:
Ignacio Agiiero was born in 1952. His films (all documentaries) have included:
1982 No Olvidar; 1985 Cono me dala gana; 1988 One Hundred Children Waiting
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The train of the title is the fabled train of the
cinema — that first celluloid image recorded by
the Lumiere Brothers in Paris and shown to the
public on December 28, 1895, the date when
cinema was born. The children are a group of
underprivileged Chilean schoolkids who are lit-
erally waiting for cinema to arrive in their village.
The way in which they anticipate, indeed learn
about, the arrival of the cinema is the subject of
this charming, touching film. The kids take part
in a workshop conducted by a woman teacher
who not only teaches them history but involves
them in the “making” of a film — all done
through drawings.

Films in Competition
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The kids learn elementary concepts such as reti-
nal persistence and elements of cinematographic
language. Every child is required to make all by
himself an exercise or a toy. All of them build
zoetropes, thaumatropes, they cut off graphic
images which will help them identify the parts of
a movie, the cinematographic genres, planning,
angular perspective, camera movement, etc. This
is the experience the film gathers up within one
hour and it is synthesized as a particular relation-
ship between fantasy and reality.... One hundred
children waiting for a train also means that these
kids are a country which is waiting for a train to
start....

Films in Competition
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DANI, MICHLI,

RENATO UND MAX
DANI, MICHI, RENATO
AND MAX

Direction/Script: Richard Dindo

Photography: Jiirg Hassler and Rainer Trinkler
Sound: Dieter Grinicher and Alain Klarer

Editor: Georg Janett

Music: The Kicks, Rock On, Patti Smith
Producers: Richard Dindo, Alfred Richterich and
Fredi Leu

Production Company/Print Source: Cactus Film,
Neugasse 6, CH-8031 Ziirich, Tel: (01) 448711

Telex: 822843 CF CH Fax: (01) 2712616
16 mm Colour 138 mins.

Switzerland 1987
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Director’s Filmography:
1970 Die Wiederholung; 1971 Dialog; 1972 Naive Maler in der Ostschweiz; 1973
Schweizer im spanischen Burgerkrieg; 1975-76 Die Erschiessung des Landes-
verraters Ernst S.; 1978 Raimon — Chansons contre la peur, Hans Straub —
Fotoreporter, Clement Morean — Gebrauchsgrafiker; 1981 Max Frisch — Journal
1-111; 1983 Max Haufler “Der Stumme ”; 1985 El Suizo — Un Amor en Espagne;
1987 Dani, Michi, Renato und Max
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English and Swiss German

Between May 1980 to December 1981, the Swiss
City of Ziirich experienced its worst riots in
clashes between the authorities and the city’s
young people. The film’s narrator describes it
thus: “The youth movement in Ziirich came over
the town like a tidal wave laying bare the violence

BABRMEICL), FHOELZ 4 ADFEE (ZDEDE
L2 > T\ 3) DBEFEAOBMBHFEERS LT 5,
FEIITRTCHBESHEEDORAN - BUBOIEFT 2L
R I N T2, BROEN I 2EE. Ea
RREBHISNIEHEEN &Y, £ THSIEED

e BB 2 FE - T b,

EX MR

8

hidden beneath the ideals”. Dindo’s film chro-
nicles the case histories of four youths (the pro-
tagonists of the title) who met with violent deaths
in suspicious accidents in which the Swiss Police
were also involved. The narrative is wholly con-
structed by the testimonies of witnesses and
friends and relatives of the four deceased youths.
They tell a story of almost immeasurable tragedy:
youth pitted against the power of the state, youth
driven to embrace fatalistic death wishes.
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The police had instructions to arrest as many
people as possible. All demonstrations were for-
bidden. Thousands demonstrated against the
demonstration ban. The police became more and
more oppressive. When the riots were through
(from 30 May 1980 to December 1981, with inter-
vals), hundreds of young people needed medical
care — some with serious injuries — many thou-
sands were arrested; 1,100 were taken to court....
The stories of Dani, Michi, Renato and Max are
connected with these events in Ziirich, known as
“the movement”. These names have become the
symbols of a generation.... They leave their traces
on the walls of the town, in the memories of the
people. Dani, Michi, Renato and Max are dead.
They belonged to a generation when a dream had
been destroyed....

Films in Competition
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Sound: Noshka van der Lely
Music: K.B.V. Ramana Rao

Lely

HET OOG BOVEN DE

THE EYE ABOVE THE WELL

Direction/Script/Camera: Johan van der Keuken
Editors: Jan Dop and Johan van der Keuken

Producers: Johan van der Keuken and Noshka van der

Production Company/Print Source: Seventh Heaven
Films, Van Hallstraat 52, 1051 HH Amsterdam
Tel: (020) 824367/867837 Telex: 12682 SNGFP

Fax: (020) 824367
16 mm Colour 91 mins.

Netherlands 1988
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Director’s Biofilmography:
Johan van der Keuken was born in Amsterdam in 1938. In 1955, at the age of
seventeen, he attracted attention with his first photo-book We Are Seventeen
Years Old. Two more photo-books followed before he went to Paris in 1956 to
graduate from IDHEC. His films include: 1964 Blind Child; 1966 Blind Child,
Part II; 1967 Big Ben, A Film for Lucebert; 1970 Beauty; 1972 The Triptych North
South: Diary; 1973 The White Castle; 1974 The New Ice Age; 1975 The Palestin-
ians; 1978 Flat Jungle; 1980 The Master and the Giant; 1981 The Way South; 1982
Tconoclasm; 1984 Time; 1986 I Love Dollars, The Unanswered Question; 1988 The
Eye Above the Well

Dutch and Malayalam
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Van der Keuken’s film unfolds like a moving trip-
tych. He has travelled to the South Indian pro-
vince of Kerala where he depicts the urban and
rural surfaces of Indian life. His camera picks up
detail after detail and his images are edited to
flow with a majestic rhythm which reinforces the
director-photographer’s discreet sense of aes-
thetics. He has a preoccupation with gurus who
impart methods and techniques of ancient arts
including the martial arts and ritualistic chants.
One feels that van der Keuken himself may be
likened to a guru, whose art is not so ancient but
which has nevertheless had an honourable his-
tory. As an artist, he tries to relate his modern,
strongly contemporary medium with the myste-
rious, strongly traditional facets of art in the
India of today.

Films in Competition
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Director’s Statement
— On filming a legless beggar in the street:
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RO E ARG T 2B 2 Rd itFE2 T2 L
FRMCIZ LS BB LT T,
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He was just lying there, totally defenceless....
looking back at me. And I was looking into an
abyss. I stood there shaking. He was probably put
there in the morning and they come and get him
in the evening, take away all his money. In all pro-
bability, he is being horribly exploited. And I
filmed him to use him for my movie. That was
not on the border of what you can do and what
you can’t. It was way over that border. That is a
recurrent component of my work: determining
the moment when it becomes inadmissable.

Films in Competition
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Directors: Alan Adelson and Kathryn Taverna
Script: Alan Adelson Editor: Kathryn Taverna

BB TS5 TFINY, FvR)ITTILSF
A/ 75 TFILY

WE/ Fv2) -9 TS Photography: Jozef Piwkowski and Eugene Squires

B,/ 1E7-E7IT72EF, 1—TUL 25T VX Still Photo Cinematography: Kathryn Taverna and Gary
RF = F PR ST IS, )= Ry h— Becker

BRI T T IR b= Music: Wendy Blackstone

B/ ALD-ASLRE, KT T Voices: Jerzy Kosinski, Theodore Bikel, David Warrilow,

FA Ty R 7YnY, 22527702 Nicholas Kepros
BUE /TS5 TTFNY

BHE-BEE /D2 ysas Al S TR 2oL Producer: Alan Adelson

35mm,/ HS—+E/o0,/ 1035/ EEE Production Company/Print Source: The Jewish
Heritage Project, 150 Franklin Street, IW New York,
New York 10013 Tel: (212) 925-9067

Telex: 226000 ETLX UR TJW

35 mm Colour and B/W 103 mins. English

USA 1988
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Directors’ Biofilmographies:

Alan Adelson is a widely-published author of fiction and non-fiction and is
the executive director of the Jewish Heritage Project which made Lodz Ghetto.
He compiled the script of the film from thousands of pages of written material
left by ghetto dwellers which he distilled down to the film’s evocative and per-

sonal script. This is his first film.

Kathryn Taverna has made more than thirty non-fiction films and has partici-
pated in Emmy Awards coming out of her work on Public Broadcasting
Service series with Bill Moyers and Janet Roach: Creativity and Walk Through
the Twentieth Century. She co-directed the filming in Poland and designed all of
Lodz Ghetto’s still photo cinematography sequences. This is her first film as a

director.

R—7 > N [N 2 ] CHBUE S IE A Like the Polish film The nvincible Ones (also in
a) EREE COfERLAF—NVERE=2—2T 4 this competition), Lodz Ghetto is constructed
NarHERENTEY, KrL, ZHTHTNTT from still pictures and newsreel photography
M, ZORROBEEEHELTHE, ZOERDT which simply but powerfully evoke an era of his-
—2ld. BORMREIRE R0 —Z FTH D, B— tory. The subject here is World War Two and the

SYURREELEFFA - KA V05 20FADLS ¥ Holocaust. The Nazis, having occupied Poland,
AR ERENUEFICES, e L THERT 2, 2O, herd 200,000 Jews into a concentrated area and
Sy bz T2 P A AR DS I RS O begin to use them as slave labour. The Jews in the
DEIIEADES . BAESND. BB X0 ghetto are exhortt?d by an old leader to submit to
3. BT HB00N, 1T E A EDEHTE SHLCIEOFH the wishes of their oppressors. Finally, only 800

R B L X B FEICES - L AR survive — those who chose to hide in attics and
- . RSO cellars as the rest of their neighbours are cajoled
H et 7, I . Hid - Fil - BH, , : :
t:f;i; ;ﬁ;‘f’j{ffu ; 27T}EA:§% Ui{, into death trains. The filmmakers have fashioned
SR L =2 — atehy

. . from primary source material — written notes,
K@%z, —HD “PARV R Fxaxry)—

) i ) ] diaries, pictures and even newsreel film shot by
R ET TS, 544 ‘“-}‘?_%@ﬁ##i EL VCT'“‘?E the Nazis themselves — a kind of “suspense docu-
ENLFECTIRBHOF LWL o4 224 - A2 > mentary” (the narration is wholly performed by

AXEBLD, FL—3 a3 Y BTNTTaDHEICS professional actors including Jerzy Kosinski who
539, speaks the voice of the old leader used by the
Nazis as their mouthpiece).
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Lodz Ghetto bridges the fictional and documen-
tary film forms and has an enveloping, dramatic
feel plus the intensifying plot of a fictional fea-
ture. Its characters speak with such intimacy and
honesty that we feel them even though we can’t
see them. It also has the utter authenticity and
absolute validity of the most scrupulously made
documentary.... the written records and more
than a thousand carefully sequenced and filmed
images, made at great risk and left deliberately by
the doomed coummunity members, give us a
revelatory understanding of what it was, more
than 40 years ago, to be suddenly forced into a
city within barbed wire. Then to be worked as
slaves, starved to desperation, deprived of news
and mail from the outside world.

Films in Competition
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NIEPOKONANI

Photography: Jacek Siwecki
Sound: Andrzej Lewandowski
Music: Jan A. P. Kaczmarek
Editor: Malgorzata Rodowicz

Telex: 813640 FILM PL Fax: 275784
16 mm B/W 80 mins. Polish

Poland 1988
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Director’s Biofilmography:
Andrzej Marek Drazewski was born in 1947 in Warsaw, Poland. He graduated
from Warsaw University in its physics department and from the National
School of Films, TV and Theatre in Lodz, Poland. His films as director include:
1977 Program; 1981 Anew; 1982 Jeszcze czekam; 1982 Liquid Crystals; To Grasp
Structure; 1986 Catastrophe; 1988 Transsex; The Invincible Ones

THE INVINCIBLE ONES

Direction/Script: Andrzej Marek Drazewski

Production Company/Print Source: Film Polski,
Mazowiecka 6/8 00-048 Warsaw, Tel: 275785

2F—NBHEE=2—27 4 VAIZIFTTIIZ KD
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BRLIAES 3, SFIZTTESE TS, foryve72
XERIL, ASCHETLCARERLD “FH B R
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Almost totally composed of stills and old news-
reel, The Invincible Ones 1s a record of the
Workers’ Uprising in Poznan, Poland in 1956
which echo similar political crises experienced by
Poland in the 1980s with the rise of Solidarity.
Witnesses of the event — the living participants
of the uprising — give their accounts for posterity
on celluloid but only on the audio track.
Drazewski has carefully recorded the voices of
these witnesses and complements their oral his-
tory with the history of still pictures and newsreel
photography which actually appear in the film.
The parallel effect of audio and stills is a simple —
although conventional — device. However, the
history is a vital one. Poznan was a word which
remained silent for more than thirty years, but
with Tiananmen in 1989, Poznan in 1956 strikes a
similar chord in the symphony of history.

Films in Competition
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The Invincible Ones was produced at the begin-
ning of the 1980s in an equally turbulent period
in Poland’s history — the time of Solidarity and
martial law. Thus the fate of the film was as diffi-
cult as the fate it attempts to depict. It was taken
off the censorship blacklist only this year and
only now has it a chance to be shown. But as I
have said before: by showing a drop, it attempts
to tell about the whole deep sea.

The Invincible Ones presents the 1956 June events
in Poznan, when the workers’ riot spurred cer-
tain but unfortunately, only temporary, changes
in the state itself — above all, the power oligarchy.
For the most part, it draws on the accounts of
eyewitnesses and participants. Those who could
still talk. Those who wanted to talk. It gives
ground to both parties of the conflict: workers
and their families as well as the members of the
security service and the army.

Films in Competition
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Photograph © 1989 by James Hamilton

NOBODY LISTENED
(NADIE ESCUCHABA)

Production/Direction/Script: Nestor Almendros and
Jorge Ulla Editors: Gloria Pineyro and Esther Duran
Sound: Phil Pearle Photography: Orson Ochoa
Narrators: Geoffrey Carey and Sondra Lee

Music: Ignacio Cervantes Production Company: The
Cuban Human Rights Film Project Print Source: Direct
Cinema Limited, PO. Box 69799, Los Angeles, California

90069-9976 Tel: (213) 652 8000
Fax: (213) 652-2346
35 mm Blow-Up Colour 117 mins.

USA 1988
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Directors’ Biofilmographies:

Nestor Almendros was born in Barcelona, Spain on October 30, 1930. He
obtained a PhD Philosophy and Literature from Havana University, Cuba in
1955 and has made several documentary films in Cuba between 1959—1961. He
left for France in 1962 and has since become well-known as a director of photo-
graphy on films by Rohmer, Truffaut, Scorsese and others. He recieved the
Acadamey Award for Best Cinematography for Days of Heaven (1979).

Jorge Ulla was born in Havana on January 20, 1948. He lived in Cuba until 1962
when he moved to the United States. Ulla directed his first film documentary
in 1977 In Their Own Words. Between 1977 and 1982, Ulla developed and pro-
duced Guaguasi, his first feature film about the Cuban revolution. Ulla also
co-wrote the screenplay of La Otra Cuba, a feature-length documentary di-
rected by Orlando Jimenez Leal, and is also the author of the book Tiwo Films
From Mariel, published in Madrid in 1984.

Spanish and English
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Nobody Listened is perhaps the most searing
documentary to appear so far which deals with
the deep political malaise facing communist
countries and an urgent appeal for the Third
World to adhere to universal standards of human
rights. The filmmakers’ self-effacing approach —
mainly predicated on a “talking heads” interview
method — lends the film an unexpected cerebral
edge while it powerfully documents the accounts
of victims and eyewitnesses who have suffered or
lived through the human rights abuses of
Castro’s regime. An appalling picture of tragedy,
cruelty and savagery emerges. The nature of
communist tyranny, its arbitrary system of jus-
tice and perverted concept of the rule of law are
the film’s piercing themes. In the light of the
Tiananmen Massacre, these themes remind us of
their constant relevance. Almendros and Ulla’s
work is a triumph of content over form.

Films in Competition
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Statement by Nestor Almendros:
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The cinematography was to have no arty lighting
effects. Faces would be seen only frontally be-
cause in any kind of profile, one sees only half
of the truth in a face. Because the eyes are the
mirror of the soul, we were very careful that the
eyeline of our witnesses should be as close as pos-
sible to the lens. Jorge Ulla, who did most of the
filmed interviewing, was pressing his cheek
against the camera while the operator was shoot-
ing. In so doing, it appears as if the audience is
being spoken to directly by the person on the
screen. This simple and logical device is not as
widely employed as one might think.

Films in Competition
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Director: Raquel Gerber
Script and Narration: Beatriz Nascimento
Phetography: Hermano Penna

Music: Nana Vasconcelos

Editor: Renato Neiva Moreira

Sound: Walter Rogerio and Liz Camargo
Producer: Ignacio Gerber

35mm Colour 93 mins. Portuguese
Brazil 1989
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Director’s Biofilmography:

Raquel Gerber was born in Sao Paulo, Brazil, in 1945. She studied sociology
and cinema at the School of Arts and Communications in Sao Paulo Universi-
ty and after graduation has embarked on a largely academic career. She has
published numerous articles, among them essays on Glauber Rocha. She first
made a film on Super 8, Option, in 1974, and since 1977, has been documenting

4 black communities on film with Yle Xorogue (16 mm short), and her first

Production Company/Print Source: Angra Films, Rua
Carlos Millan 70, Sao Paulo CEP 01456 Brazil Tel: 210-5466

feature, Ori.
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Ori is an unusual documentary in that its plane
of action is almost totally impressionistic. It com-
piles images which appear disjointed from the
narrative but inevitably converge towards its
theme in an effort to distill a purely spiritual
content. Director Gerber’s theme is one which
any oppressed and enslaved minority can sympa-
thise with: a post-colonial search for cultural and
social identity and attainment of political power.
Gerber’s subject is the struggle of the Black
people in Brazil. Through her eyes — and that of
her writer and narrator, Black woman historian-
activist Beatriz Nascimento — the film traces the
cultural and political roots of the Black people in
Brazil and concludes that a “transatlantic cul-
ture” between Africa and the Americas remains a
living source which enriched not only the Blacks
but also Brazil as a whole.

Films in Competition
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“Ori” means “head” — black consciousness in
relation to time, history and memory. The term
comes from the Yoruba people of West Africa.
Oriwas brought to a conclusion at the beginning
of November 1988 at a time when many national
debates on Afro-American culture took place
due to the celebration of the 100th anniversary of
the abolition of slavery in Brazil. Or/ safeguards
the historical continuity of the peoples of Bantu
origin in Brazil through the research of black his-
torian Beatriz Nascimento on the history and
ideology of the “Quilombos”. These peoples
populated the southern part of Africa in several
waves of migration which were to continue in
Brazil.
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OVER THE
THRESHOLD

Direction/Script/Photography/Editing: Christine
Lloyd-Fitt and Yoshi Tezuka

Sound: Tie Lin Zhang

Music: Julian Wastall

Narration: Christine Lloyd-Fitt

Production Company/Print Source: National Film and
Television School, Beaconsfield Studios, Station Road,
Beaconsfield, Bucks HP9 1LG UK Tel: (049) 467-1234

16 mm Colour 60 mins. English and Japanese
UK/Japan 1989
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Directors’ Biofilmographies:
Christine Lloyd-Fitt was born in Perth, Australia on 8th March 1956. She
moved to New Zealand at the age of eight and graduated from the Auckland
University with a masters degree in fine arts in 1979. She was admitted to the
National Film and Television School in 1983 to train as a cinematographer.
Over the Threshold is the first film in which she has a directorial credit which
she shares with her husband, Yoshi Tezuka.

Yoshi Tezuka was born in Tokyo, Japan in 1958. He has worked as a cinemato-
grapher on feature films in Japan since 1979. He enrolled in Britain’s National
Film and Television School in 1984. Among his credits as a cinematographer
are his work on Sogo Ishii’s Burst City (1982) and Naoto Yamakawa’s Attack on
a Bakery (1983).
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Over the Threshold is a film about inter-marriages
between Westerners and Japanese. The film’s
directors are a husband and wife team who met
during their course of study in Britain’s National
Film and Television School. At its most deeper
level, the film comes across as a socio-cultural
study about a Japanese family who seems to
adapt very well to a foreigner in their midst. The
point of view is largely that of an outsider
(Christine Lloyd-Fitt) and it is this “outsider”
who tries to find out what it is like to fit in. There
are interviews of Western women who have mar-
ried Japanese husbands but it is the portrait of
Lloyd-Fitt’s Japanese in-laws which is the more
finely-etched.
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The idea for Over the Threshold came from our
own experience as a Japanese-Western couple.
We met in England while studying together at the
National Film School. Coming from such differ-
ent cultures was a constant source of interest and
discussion for us as we began to learn about each
other. For Christine though, listening to Yoshi
talk about Japan and the Japanese way of life was
always a matter of imagining it, as she had never
been there. For Yoshi, going back to Japan, after
two years spent in England, was like going back
with a new pair of eyes that had been created by
distance and the experience of Western culture.
For both of us, it was a matter of understanding
and attempting to reconcile our very different
backgrounds.
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PHILIPPINES,
MY PHILIPPINES

Director: Chris Nash

Research: Maree Delofski and Chris Nash
Photography: John Whitteron

Sound Recordist: Bronwyn Murphy

Sound Mixer: George Hart

Editor: Ruth Cullen

Producers: Maree Delofski and Chris Nash
Production Company: Stoney Desert Productions
Print Source: AFI Distribution Ltd., 47 Little Latrobe
Street, Melbourne VIC3000 Tel: (03) 6621944

Fax: (03) 6637476 Telex: 37942 AUSFIL

16 mm Colour 72 mins. English and Tagalog

Australia 1988
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Director’s Biofilmography:
Chris Nash’s first involvement with the media was as a journalist. In 1978, he
was awarded the Walkley Prize, Australian journalism’s highest award. In
1979, he moved to the world of academe to become a lecturer and entered
Radio to produce a current affairs programme. Nash first made films and
videos in 1984 with a 30 minute video Asbestos Express. His next work was shot
on Super 8 and edited on video, Brigadistas, about Australians who went to
Cuba on a work brigade in 1985.
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Three years into the post-Marcos era, this docu-
mentary suggests that the Philippines remains in
economic quagmire and that human rights viola-
tions persist, indeed has intensified despite the
seemingly benign face of Cory Aquino’s admin-
istration. Australian filmmaker Chris Nash pro-
vides a forum for both government and the
communist New People’s Army (NPA) spokes-
persons to speak about their respective views of
the situation in their country. To the govern-
ment, the problem is one of “insurgency and eco-
nomic recovery”. To the communist NPA, “the
process of social change” has begun and is irre-
versible. The filmmakers attempt to be objective
and comprehensive, with the upshot that the
viewer can’t help but feel that the Philippines
is heading towards tremendous change and
upheaval.
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The general media image of what is happening in
the Philippines today is a dangerous deception.
The image of Cory Aquino as Madonna is a
smokescreen masking a volcano that must inevi-
tably erupt. A major reason for making the film
was to expose what is going on there and how
Australians are involved. Australians have a
benign view of themselves and their role in the
world. But that’s not how we are viewed by a lot
of Filipinos and we should know that. We delib-
erately set out to make our audiences uncomfort-
able, to ask the hard questions. How do you feel
about revolutionary violence? Should Austra-
lians do anything about the trade in Filipino
women?
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Direction/Script/Editing/Graphics/Camera: Jon Jost
Sound Recording: Alenka Pavlin and Jon A. English

B /e h Sy, PaveTEb Original Music Composer and Performer: Jon A.
8/ Uase Sazb English

%h/ Froril 4 (1£)2) ‘ Sound Composition: Jon A. English and Jon Jost
#’et/Ta>vaxt Producer: Jon Jost in association with Channel Four
16nm,/ H5—F/20,/ 1115/ %K5E Television, UK

TAYH,/ 19815 Print Source: Jon Jost, 56 West 11th Street, Apt 6FE,

New York, NY10011 Tel: (212) 475-8546
16 mm Colour and B/W 117 mins. English

USA 1987
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Director’s Biofilmography:

Jon Jost was born in 1943 and began making short black and white films in
1963. He is a self-taught independent filmmaker. His short films include: 1963
Repetition, Portrait; 1964 City, Sunday; 1965 Judith, We Didn’t Go To Unique’s;
1967 Leah, Traps; 1968 13 Fragments and 3 Narratives From Life; 1969
Susannah’s Film; 1970 Fall Creek, Flower; 1971 Primaries/ A Turning Point in
Lunatic China/1.2.3. Four, Canyon; 1972 A Man is More Than the Sum of His
Parts/ A Woman Is; 1977 Beauty Sells Best; 1980 Godard 1980, Lampenfieber, X2:
Tiwo Dances by Nancy Karp; 1989 Money Talks/Bullshit Walks. His feature films
include: 1973 Speaking Directy; 1977 Last Chants for a Slow Dance, Angel City;
1978 Chameleon; 1981 Stagefright; 1983 Slow Mowes; 1987 Bell Diamond; 1988
Rembrandt Laughing, Plain Talk and Common Sense

ZofEiiE, BEOTTTODEBSREL, T Plain Talk and Common Sense starts off with an
AN AD4ODOMDHET 2HEICBT 5. BANE Y iconoclastic sequence set in a spot in the desert
— LM B, HATEFRIR LT LHVE where two lines converge and four American
WTHhDH, FEICI->TERIBLL LS 0% states intersect. Tourists linger and mouth unin-
TWwd, ¥y—23FDTFYNEL KL DL, Ba telligible gibberish whch is made intelligible by
BRSO BEE, LM T ELWEBIC» 515, subtitles. The sequence tends to run on and im-
Lorl. 2T, 1BA LS Ik DI M5 % Bk patient viewers are tempted to walk out but if
S A oTLES. Vaz FECOAES ‘Tt they do, they will miss a truly remarkable work.

47 L5, (BRI S— b SRR R AL, HAT Jost has called his film an “essay” and he has
X 5 OO A 5% ST D, 2 UL structured it in eleven parts which roughly call
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R BB 2 e 5 just plain-photogenic. It is a critique, to be sure,
AR b s il - but one made with understanding and sympathy
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that bespeak its title. In summing up, Jost himself
29 g ) 3> 2% HH. 5 . .
ADV=>TH, PaXt E_Em 25 [‘““AW{*‘KWW appears on screen to deliver what is perhaps the
BOHTIE, BX 5K T IANLERELT> T best radical speech to be heard in the cinema in

5. the video age.
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My film is an essay-documentary which attempts
to lay the foundation for an understanding of
just what we mean when we say “America”, or, by
extension, when we speak of any nation or cul-
ture. Rooted firmly in the traditions of American
literature and thought, this film draws on a wide
range of things “American”: from what amount
to “folklore”, to a poetic rendering of American
socio-political thought as well as a history of
American poetry, on through to the use of gov-
ernment and corporate propaganda and statis-
tics. The film unleashes a mix of methods and
techniques, all intended to provoke the viewer
into questioning both the form and content of
the information offered. This essay finally
concludes with the assertion that it is the individ-
ual who is responsible for their own acts and in
turn for the aggregate of themselves, for the be-
haviour of the culture and society of which they
are each a part.
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Director’s Biofilmography:
Robert Kramer was one of the founders, in 1968, of Newsreel, the radical
filmmaking collective. His work, ranging from documentary shorts to fiction
features, explores the nature of political struggle in recent times and demon-
strates his hands-on commitment to the growth of the New Left. He has pur-
sued his career in France as well as the United States. His films include: 1965
Faln; 1966 In the Country; 1967 The Edge; 1969 Ice; People’s War; 1975 Mile-
stones; 1977 Scenes From the Class Struggle in Portugal; 1980 Guns; 1981 Un
grand jour en France/Naissance; 1982 A toute allure; 1983 La peunr; 1984 Notre
Nazi; 1985 Diesel; 1986 Un plan d’enfer; 1987 Doc’s Kingdom; 1989 Route One/
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Searchers). Its evocation of the titles of such film
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Route 1 is a highway that runs from Canada to
Key West, Florida, along the east coast of the
USA. In 1936, it was the most travelled roadway
in the world. In 1988, it runs beside super high-
ways and through suburbs, a thin stretch of
asphalt cutting through all the old dreams of a
nation. But as the Doctor and I went down that
road for 5 months, I had the impression that we
were not driving through the past at all, but
through a much more honest and dynamic reve-
lation of the present. We were in the shadows of
highways and great glass downtown centers, we
were far from the movie images, we seemed to be
on the edge and slipping fast into obscurity, but
we were really in the present, surrounded by big
trouble and hard times.
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Director: Stefan Jarl

Photography: Per Kallberg

Music: Ulf Dageby

Editor: Anette Lykke Lundberg

Sound: Per Carlsson and Bengt Andersson

Producer: Stefan Jarl

Print Source: Europex, 92 av. des Champs-Elysees, 75008
Paris Tel: 45-636162 Telex: 644327 Fax: 40740787

35 mm Colour 61 mins. Swedish

Sweden 1989
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Director’s Filmography:
1966 The Cops; 1968 They Call Us Misfits; 1969 Hostage; 1974 Transform
Sweden; 1979 A Decent Life; 1981 Memento Mori; 1983 Nature’s Revenge; 1984

. One of Us; 1985 The Soul is Greater Than the World; 1987 Threat; 1989 Time Has

No Name
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Swedish documentarist Stefan Jarl calls his films
“filmatic Brueghel paintings”. His latest, T7me
Has No Time, is set in a farmhouse inhabited by
an old farmer and his wife. Jarl complements his
painterly images — idyllic landscapes, interior
still life — with a stark portrait of rural reality as
the old farmers live out their remaining years in
considerable economic hardship. The director’s
method is deeply rooted in the documentary
realism of cinema, eschewing the dramatics of
genres such as Italian neo-realism but following
its traditon and edifice. The film stands out as an
example of Jarl’s skillful blend of realism and
aesthetics of the sort seen in paintings, with
outstanding contributions from the sound and
photography departments.
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I hate TV. I never work for TV. Peter Watkins,
the English filmmaker, told me he found that in
American TV, no shot, no cut, no picture was
longer than 7 seconds. I thought that I had to do
a film in which no single shot was shorter than 7
seconds. (I think we managed to make a film
where some shots are longer than 2 minutes
without giving you a feeling that they are longer
than 7 seconds.) Well, this is all aesthetics. My
films are made in the tradition of rebellion and
resistance. The European painters Van Gogh and
Brueghel worked in this tradition. They are very
important for me. My dream is to make with film
what they did with their paint-brushes.

I am an independent filmmaker. I produce my
films myself (of course without selling them to
TV in Sweden or taking money from TV), which
means that [ am constantly without money. But
this film is made in 35 mm with Dolby Stereo
sound, which I think is necessary for documenta-
ries to meet the competition from the commer-
cial cinema. My films are all made for the white
screen.

[ Films in Competition
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ULICA
POPERECHNAIA
THE CROSSROAD STREET

Director: Ivars Seleckis

Script: Talivaldis Margévics

Photography: Ivars Seleckis

Sound/Music: Ivars Vigners

Production Company: Riga Film Studio, USSR
Print Source: Sovexport Film, 14 Kalashny pereulok,
Moscow, 103869 Tel: 2905009 Telex: 411143 SEF SU

35 mm Colour 85 mins. Latvian

USSR 1988
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Director’s Biofilmography:
Ivars Seleckis was born in 1934 in Riga, Latvia. he graduated from the Aca-
demy of Agriculture, the Faculty of Food Technology in Jelgava in 1957 and
from the State Institute of Cinematography in Moscow in 1966. His films as a
director include: 1968 Encounters in Guinea; 1970 Valmiera Girls; 1973 The
Corn Bins; 1974 Iwas I Am I Shall Be; 1976 The Mirror of Thirst; 1978 A Woman
Who is Waited; 1980 The Widening of The World, The Manager; 1982 ... And for
the Soul; 1983 Wanted: A Man; 1984 A Woman Between Two Novels, Homecom-
ing; 1985 Latvia From A Bird’s Eye View, The Maestro Without Tails; 1986 Our
Talis; 1988 The Crossroad Street
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neighbourhoods in a small town in the outskirts
of Riga. The film deals with the community liv-
ing on the street and paints a picture of several
inhabitants who cope with life filled with disap-
pointment, contradictions and conflict but also
infused with humour and irony. There is a cau-
tious tone of anxiety as a whole community faces
the uncertainty of change and more openness
brought about by perestroika. Director Seleckis
has discovered a world of diverse, idiosyncratic
characters and presents their stories with the
confidence of a story-teller gained perhaps from
the long respectful tradition of Russian litera-
ture.

Films in Competition
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Defining the genre of the film, the authors sug-
gest the term “cinematographic novel”. There are
about ten characters in the film and we get to
know them quite well because they trust us, they
are not holding back anything concerning their
understanding of history or personal problems.
There are depressing, tragic episodes in the film
as well as optimistic and humourous moments
accompanied by song. Song has always helped
the Latvian people endure and survive. “An at-
tentive and patient observer who does not feel
too uppity in looking at the lives of the common
people will see something of the contradictory
and dramtic fate of the Latvian people”, so says
the scriptwriter of The Crossroad Street.

Films in Competition
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WEAPONS OF THE
SPIRIT

Director/Script: Pierre Sauvage

Photography: Yves Dahan

Editor: Matthew Harrison

Sound Mixer: Michael Mckay

Co-Producer: Barbara M. Rubin

Producer: Pierre Sauvage

Production Company/Print Source: Pierre Sauvage Pro-
ductions, 8760 Wonderland Avenue, Los Angeles, CA
9004 Tel: (213) 650-8986
16 mm Colour 90 mins.

USA/France 1989

English and French
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Director’s Biofilmography:

Pierre Sauvage was born and sheltered in Le Chambon, France, at a time
when much of his family was being tortured and murdered in the Nazi death
- camps. Sauvage was 4 when he and his parents moved to New York City in
. 1948. Sauvage returned to Paris to study at the age of 18, eventually landing a
job at the Cinematheque Francaise. He moved back to New York working for
Otto Preminger as a story editor. Since 1971, he has lived in Los Angeles work-
ing as an executive at Aaron Spelling Productions. Sauvage’s first try behind
the camera was as a producer-reporter for Los Angeles public television station

KCET. Weapons of the Spirit is his first feature film.
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France in the grip of Nazism. The Vichy Govern-
ment signs a declaration to expel Jews to death
camps. Yet, in the midst of this terror, an oasis of
hope and refuge existed for French and other
European Jews in the town of Le Chambon, a
community of 5,000 French protestants who
sheltered 5,000 Jews in defiance of both their
own government and later, the Nazis. Sauvage
explores the spirit of this defiance and asks why it
was possible that so many Jews escaped the claws
of death. He concludes that there was a “conspi-
racy of goodness”. Sauvage’s film is one of a spate
of recent documentaries dealing with the Holo-
caust, more particularly with the sheltering of
Jews by small pockets of good-hearted communi-
ties as the Nazis overrun Europe. Weapons of the
Spirit is distinguished by the presence of its
“witnesses”, many of whom maintain a strong
humility and a faith in “humanity” as they are
confronted by the question of why they saved so
many Jews.

Films in Competition
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[ am a 45 year-old European-born Jew. That
means that around the time of my birth, much of
my family was humiliated, tortured and mur-
dered in the Nazi death camps, while the world
watched. Yet one peaceful village in the moun-
tains of France could not stand idly by.

There — in Le Chambon — the pacifist pastors of
this largely Protestant community proclaimed
the need to resist violence through “the weapons
of the spirit”. There, at the risk of their own lives,
the peasants and villagers of the area successfully
defied the Nazis, turning this tiny corner of the
world into a haven of refuge for the oppressed.
There, in the course of four long years, 5,000
Jews were saved by 5,000 Christians. I was born
and sheltered in Le Chambon. I made Weapons of
the Spirit to find out why.

Films in Competition
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By Bert Hogenkamp

After I learned of Joris’ death, I re-viewed the TV pro-
gramme oo Much Reality made by Sarah Boston for the
BBC in 1982. At the BBC’s invitation, Joris had gone to
the mining district of Kent to show his films to the
miners and their families and to talk about his work. This
visit was filmed by a BBC camera team. 700 Much Reality
contains a beautiful scene in which an old miner walks
through a mining town with Joris Ivens — one person
talks, the other listens. This is an image of Joris Ivens that
strikes me time and again: a filmmaker taking his fellow
human beings seriously and having the capacity to listen
to them. On the face of it, this is an image which is at
right angles to that of the “Flying Dutchman” — one
who has travelled to the hotbeds of world history with
his camera for sixty years.

Joris Ivens was present in the Soviet Union, Spain,
China, Cuba and Vietnam at stages when far-reaching
events occurred in those countries. But he was also in
Eindhoven (Philips Radio, 1931), Wesmes (Borinage,
1933), St. Clairsville (Power and the Land, 1940), and
Saint-Auban (Pour le Mistral, 1965). His political view-
points have made him unpopular with some people.
Already in the thirties, this was the case with the unfa-
vourable reception of Borinage and New Earth (1934).
His work was severely obstructed by the Dutch Govern-
ment because of his attitude towards the question of
Indonesia. His passport was impounded for years. And
then, there was the China issue.... To the end, Joris Ivens
remained a controversial man.

Ivens’ movies have become what they are now precisely
because of his political stand. Serge Daney, writing in
Liberation, stated that Ivens’ films stood outside cine-
matographic art. Others have reproached him for lack-
ing his own style. My opinion is that these critics are on
the wrong track, because a documentary is not a goal of
its own, nor an isolated product of art. As Joris Ivens so
strikingly put it: in a good documentary, the triangle of
the people in front of the camera, behind the camera and
the audience, must be pure. “Creative treatment of
actuality” was John Grierson’s definition of the notion of
documentary. It suits Ivens’ work perfectly. Actuality was
always his starting point. It inspired his quest for creative
solutions, for the style of the film he was making at the
moment.

This explains the scene in Philips Radio in which the

A4 Tz ADHN
In Memory of Joris Ivens (1898—1989)
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glass-blower’s frog-cheeks seem to explode. Ivens inter-
changed close-ups of the swollen face with shots of the
cautious steps the man takes. Or the famous montage
sequence of the closing of the Zuider Zee in New Earth,
making you sit on the edge of the chair.... Or the shots of
the “ear-readers of the industrial age” on the rubbish
heaps in Borinage, the images of which were inspired by
realistic traditions in art (Van Gogh, Meunier) on the one
hand, but provided by Ivens and Storck with an extra,
typically filmic dimension on the other. Or the lyrical
scene with the boy and the sun-flower in Power and the
Land. Tvens thought he could illustrate the theme of

-8ty
A Tale of Wind =
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electrification beautifully by having the boy play with an
electrical train — a toy he appeared not to be interested in
at all. Or the sequence with the broken mirror in .....a
Valparaiso (1963), with its violent transition from black
and white to colour. Or the controversial scene in A Tale
of the Wind (1988) when Ivens, wandering through what
he called the No Man’s Land between fiction and docu-
mentary revives the self-made copies of the clay soldiers
which he was not allowed by the Chinese authorities to
film.

Joris Ivens received large esteem from his colleagues all
over the world. Within — what he had once called in jest
— the “cine-mafia”, he was very much at home. He was
always willing to exchange views with his colleagues or to
sit and watch their new films. He stood at the base of
many an initiative: the World Union of Documentary in
the forties, the Association Internationale des Documen-
taristes in the sixties and seventies, and the French Bande
a Lumiere in the eighties. But with as full a dedication
could he also devote himself to a conversation with a
budding filmmaker.

Over the last years, I had talked a great deal with Joris
Ivens about his past. These were fascinating encounters.
Joris was equipped with perfect timing when it came to
alternating earnestness with fun. The way in which he
managed to get over his asthmatic affliction was admira-
ble. He plunged passionately into his own past for the
sake of my research projects. His memory was in remark-
able shape. Joris spoke mostly in the first-person singu-

3YR-472v2wne—% 0l % Joris Ivens and Marceline Loridan
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lar. But he would continue in the third-person singular if
basic issues were touched upon, like making an honour-
able and conscious choice as a documentary filmmaker
and human being within an historical context, for
example. This was connected directly to his ideas about
the history of this century, the history of the documen-
tary film, and his own role.

Since the release of The Camera and I1n 1969, Joris Ivens
was thoroughly engaged in his own history. He modified
many of his ideas on history not because he felt the urge
to exonerate himself from mistakes or to see himself put
on a pedestal — although vanity was one of his qualities
— but because he wanted to hold a mirror up to the
people. As he said: “d chacun son Borinage”. Everyone
reaches his stage in his life when he has to make funda-
mental choices, as Joris did in shooting his Borinage film,
That is why he referred to himself in the third-person
singular at times.

Joris Ivens and Marceline Loridan. Over the last twenty-
five years they were a staunch duo that, together, made
films. Marceline helped Joris get through terrible break-
downs. Without her tenacity, A Tale of the Wind would
never have been made.

[t seems to me that there is no need whatsoever for mon-
uments, buildings, streets, or squares to be named after
Joris Ivens. His films are monuments of their own. Hope-
fully, they will be shown regularly in the future, prefera-
bly on 35 mm prints, to their fullest advantage.

Bert Hogenkamp was born in 1951. He is a
film historian and a staff member of the
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Audio-Visual Record Office of the Film
and Science Foundation in Amsterdam. He
has compiled a book about the film
Borinage together with Henri Storck who
co-directed the film. He has also helped in
organising an exhibition of Joris Ivens cele-
brating his 50th year as a world-class film-
maker in 1978.
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Directors’ Biofilmographies:
Marceline Loridan was born in 1928 in France. She appeared in
Chronigue d’un ete, directed by Edgar Morin and Jean Rouch, as
an actress and also helped in the production as an assistant. She
first met Joris Ivens in 1962 and directed her first documentary
that year, Algérie Year Zero. She worked with Ivens the following
year on Europort Rotterdam. She has since then collaborated with
Ivens on the following films: 1964—65 The Sky and the Earth; 1967
The 17th Parallel; 1968 The People and Their Guns; 1971—76 How
Yukong Moved the Mountains; 1986—88 A Tale of the Wind

Joris Ivens was born on 18 November 1898 in the Netherlands.
His name has been synonymous with the experimental and docu-
mentary movements in the cinema since the 1920s. Some of his
most notable works include: 1928 The Bridge; 1929 I-Film; The
Skaters; Breakers; Rain; 1932 Song of Heroes; 1937 The Spanish
Earth; 1938 The 400 Million; 1940 The Power and the Land; 1942
Action Stations!; 1946 Indonesia Calling; 1957 The Seine Meets
Paris; 1958 Early Spring; 1964 Victorious Train; 1965 The Mistral;
1966 Europort Rotterdam; 1967 Far From Vietnam (Co-director)
(See Marceline Loridan’s filmography above for Ivens’ work
from 1966 on.) Ivens died after a lifetime of filmmaking on 28
June 1989.
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UNE HISTOIRE DE
VENT
A TALE OF THE WIND

France 1988
Direction/Script: Joris Ivens and Marceline Loridan
Photography: Thierry Arbogast and Jacques Loiseleux
Music: Michel Portal
Sound: Jean Umansky
Editor: Geneviéve Louveau
Executive Producer: Marceline Loridan
Actors: Joris [vens, Han Zenxiang, Wang Lubin,
Liu Zhuang, Wang Hong, Fu Dalin, Paul Sergent
Production Company: Capi Films and La Sept
Print Source: Capi Films, 61 rue des Saints Peres, 75006
Paris Tel: (1) 42-22-40-23

35 mm Colour 80 mins. French and Chinese
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Comment by Joris Ivens:

Starting a film at my age (90) was a sort of challenge to my
strength, although less than one would suppose. After all,
when [ was 70, I was travelling on horseback through a war-
ridden Laos. At 80, I was doing exhaustive location research
in Florence. I never wanted to stop working. Besides, I have
very good doctors and they all tell me: “Take your medicine,
but most of all, keep working”. Making films is still as won-
derful to me. I am fascinated every time by the new possibili-
ties offered by technical progress. I have the same patience to
work with the new generations of filmmakers, to share with
them a little bit of what I know, even if many of them feel that
I belong to the pre-history of cinema. Think of it. A man who
knew Eisenstein, Pudovkin, Renoir.

Comment by Marceline Loridan:

Nature is very important for Joris. Elements play a major part
in his films. We meant to say something about China that
would be different from what you hear today. The wind, at
the same time an element of nature, a cosmogenic myth and a
symbol, imposed itself on us. It is hard to say precisely why.
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Directors’ Biofilmographies:
Noriaki Tsuchimoto was born in 1928. A graduate of Tokyo’s pres-
tigious Waseda University, he entered the film industry as a docu-
mentary filmmaker in 1956. His films include: 1962 A Certain
Steam Locomotive Second Engineer; 1963 Document on the Road;
1965 Foreign Student Chua Swi Lin; The Youth of a Certain Student
Aspiring to Enter University; Hey All You Commuters!; 1967 The
World of the Siberians; 1969 Partisan History; 1971 Minamata —
The Victims and Their World; 1973 Minamata Document — The
Central Pollution Board; Minamata Revolt — A People’s Quest for
Life; 1974 Minamata Disease — A Trilogy; 1975 The Shiranui Sea;
Message From Minamata to the World; 1980 The Sea and the
Moons; 1981 The Story of the Minamata Panels; 1982 Good Day
ASEAN; Nuclear Power Plant Newsprint Clippings; 1984 Umitori
— Robbing of the Sea; Pop Up! Touch-Me-Nots!; 1987 Minamata
Disease — Thirty Years Later; 1989 Afghan Spring
Hiroko Kumagai was born in 1951 and was educated at Waseda
University. She became a documentary filmmaker for TVin 1975
but has been working as a freelance director since 1985. Her work
has been seen mainly on TV on the Nippon Television Network,
TV Tokyo and TV Asahi channels. She has travelled to numerous
countries in the course of her work and is also the author of a
book and articles for journals and other publications.

Abdul Latif established an independent film production com-
pany in the middle of 1970s, and began filmmaking. He is now 38
years old, director of National Afghan Films.
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AFGHAN SPRING

Japan, Afghanistan 1989
Directors: Noriaki Tsuchimoto/Hiroko Kumagai/Abdul
Latif
Photography: Masashi Ichinose/Hitoshi Takaiwa
Sound: Toyohiko Kuribayashi
Producers: Kohjiroh Shoh/Tetsujiro Yamagami
Print Souce: Sigro, 29-24 Sakuragaoka, #316, Shibuya-ku,
Tokyo 150 Tel: (03) 770-8363 Fax: (03) 770-8399
16 mm Colour 116 mins. Japanese and Afghan
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Afghan Spring is made by a team of Japanese documentary
filmmakers headed by Noriaki Tsuchimoto, the noted direc-
tor of Minamata and a series of films about the Minamata
mercury-poisoning disease as well as other distinguished
documentaries. The interest of Afghan Spring lies in its per-
spective offered by outsiders who have a very short time to
cover very large ground. The filmmakers attempt to pene-
trate through the novelty value offered by the country itself:
the fact that they are perhaps the first Western-aligned jour-
nalists to be allowed into the country during the actual with-
drawal of Soviet troops is one of the themes that is exploited.
The filmmakers visited the country in phased periods in the
Spring and Autumn of 1988. Clearly, they had visited a coun-
try on the brink of transformation (the title Afghan Spring
illustrates this notion) as the Afghans themselves — without
the intervention of the Soviet Unioin — try to grapple with
their own political and military problems. The film is wholly
shot from the side of the authorities and it is this “official”
view which proves to be the film’s strength as well as its ulti-
mate weakness. The civil war is, at last estimation, still not
won by the government and the Mujahideen rebel army
seems to be buying time for a decisive military confrontation.
Yet, the film breezes through this conflict with an unmistak-
able sense of a breakthrough. The return to normalcy, the
stated desire for peace, the deadlock of the civil conflict are
themes which come through when the film is at its level best.
It is this sense of “objective reportage”, however, which in-
variably label the film as superficial. But Afghan Spring is not
an unappealing documentary.
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Director’s Biofilmography:

Duian Hanak was born in Bratislava on April 27, 1938. He
graduated from the Prague Film Acadamey of Musical Arts in
1965. He has made the following short documentaries: 1965
Learning; Invitation to Dance; 1966 Old Shatterband Has Come;
1967 The Mass. His short films have been well received in interna-
tional festivals in Oberhausen, Montivideo and Paris. His feature
films include: 1962 322; 1972 Pictures of the Old World; 1976 Rosy
Dreams; 1980 I Love, You Love; 1985 The Silent Joy. Hanak is cur-
rently working on his sixth feature The Private Lives.
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PICTURES OF THE OLD
WORLD

Direction/Script: Du$an Hanak

Photography: Alojz Hanusek

Music: G.E Hindel, Vaclav Hélek, Jozef Makovec

Still Photographs: Martin Martintek, Vladimir Vavrek
with the collaboration of artist Jan Svankmajer
Production Company: Slovenska Filmova Tvorba
Print Source: Czechosolvak Filmexport, Vaclavské nam
28, 111 45 Prague  Tel: 2365385 Telex: 122259 CFEX C
35mm B/W 71 mins. Slovak

Czechoslovakia 1972
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Made in 1972, Pictures of the Old World is a meditation on old
age, life and death which — perhaps surprisingly — maintains
its currency in the eighties. Hanik’s elderly interviewees
grope for an answer to what is the value of life and the mean-
ing of old age. Part of the film’s power springs from the
matter-of-fact style in which Hanak conducts his interviews
and similar reactions from his subjects. Hanak does not over-
state his theme. He simply asks questions which cannot but
evoke profound — although also mysterious — reverbera-
tions. The mood is hence, autumnal and philosophical
without it being overbearing. There are metaphysical
excesses: such as a sequence which probes into the nature of
the universe by comparing it to man’s explorations of space
and the moon; and there are countless references to the Bible
and God. However, Hank’s vision remains so majestically
profound that no secular power would fail to be impressed.
Indeed, his film managed to disturb the Czech authorities
that they successfully repressed public showings of the film
until last year.

Director’s Statement:

Pictures of the Old World is a film of short stories about people
who caught my attention by their inner beauty, wisdom and
freedom as welll as their pure relationship to the essential
questions of life. Actually these stories are variations of the
same theme: the theme of a man who endorsed his own fate
and preserved his personality. All the characters have the
same inner power and moral wealth. The people speak about
things that are most important in their life. I think they carry
in them something that a modern man is hiding within him-
self or has lost already.
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Director’s Biofilmography:

films include Terminus and Feu.
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Benoit Ferreux made his first film in
1982 after twenty years as an actor. His

LE CARRE DE LUMIERE/
RING OF LIGHT

Director: Benoit Ferreux

Photography: Daniel Letterier

Music:].L. Hooker

Sound: Dominique Hennequin

Editor: Yann Dedet

Producer: Nicolas Testu

Production Company: Satellite Productions

Print Source: Intermedia, 19, rue de Passy, 75016 Paris
Tel: (1) 42-24-68-23 Telex: 620152F Fax: (1) 42-24-68-27
35 mm (16 mm version) Colour 52 mins. French

France 1988

An affectionate tribute to the world of boxing,
Ring of Light draws a portrait of veteran French
boxers Jean Walzack, Robert Charron and Al Renet
and contrast their recollections with scenes of a
young generation of boxers in training. Ferreux, an
actor who has appeared in films by Malle, Chabrol
and John Huston, shows a fine grasp of technique
in documentary filmmaking but it is his feeling for
the sport and his empathy with its personalities
which lift Ring of Light above the status of a mere
boxing documentary.
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PAN IN “A” MINOR:
STEELBANDS OF TRINIDAD

France 1987

Directors: Daniel Verba and Jean-Jacques Mrejen

Photography:Jean-Jacques Mrejen

Sound: Dominique Davy

B/ vl Oy kAo, $o k-0l L5 %+20), Editors: Charlotte Boigeol, Michele Loncol, Barbara Caspary, Mireille Gruska

sL—1-4Ya2h Producer: Inger Servolin
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(Musée de I’'Homme 1985).
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Daniel Verba studied philosophy, sociology and film production and be- ¥
came a lecturer at the University of Paris XIII where he teaches sociology
and audio-visual techniques applied to the social sciences. A pupil of Jean
Rouch, he has made several Super 8 and 16 mm documentaries including %
Lamaneurs du Havre, shortlisted at the Ethnographic Film Festival #]

Jean-Jacques Mrejen holds a diploma from the Ecole Nationale Louis #
Lumiere and a degree in film production from the Sorbonne. He has
worked since 1982 as a cameraman for various TV stations in Europe,

Production Company: Iskra Films, La Sept, UNESCO, and CNRS Audiovisuel
Print Source: Iskra Films, 74 rue Albert, 75013 Paris
Tel: 45-83-11-18 Fax: (1) 45-70-85-70

35 mm Colour 50 mins. English

Africa and Canada. He currently works as a cameraman for full-length
feature films and long documentaries. He has directed industrial films

and some documentaries.
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As its title indicates, this film is a musical piece: its
subject being the distinctive percussive sounds of
the steelbands of Trinidad. To do its subject justice,
the filmmakers have recorded its audio track on
Dolby Stereo Sound and largely proves that music
in its pure self can be an arresting subject for docu-
mentaries. However, the spectral-sound approach
may possibly have limited the documentary’s style
to one of pure effects and technique; it tries to
widen its historical depth with minor interviews
that explain the origins and qualities of the steel-
bands. The ultimate task of the filmmakers seem to
have been to record (or preserve) certain orchestral
pieces of the steelbands engaged in a carnival of
music. The music is all. It is quite enough for this
documentary.

Directors’ Statement:

We submitted our project to various TV organisa-
tions despite the fact that there was a slump in the
documentary market. The reaction was not en-
couraging. They found it either too muiscal or
lacking in tourist appeal or too ethnic or not socio-
logical enough.... In any event, it was too expensive
even without taking the preparation costs into
account. Nevertheless, we set off on location to
Trinidad, convinced that all this would give the film
its force; it would be a film about people which
would provide both information and pleasure. The
script we brought back disconcerted producer after
producer who found our approach totally unsuited
to reporting.

Other Films
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I AM FURIOUS YELLOW..../
BAKIT DILAW ANG GITNA
NG BAHAG-HARI?

Direction/Script: Kidlat Tahimik

Photography: Kidlat Tahimik and Boy Yniguez

Music: Boy Garrovillo and Shant Veldua

Sound: Ed de Guia

Narration: Kidlat Gottlieb de Guia

Producer/Print Source: Kidlat Tahimik, PO. Box 86, Baguio,
Philippines Tel: 4424876

16 mm Colour 120 mins. English

Philippines 1989
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Director’s Biofilmography:

Kidlat Tahimik is the screen pseudo-
nym of Eric O. de Guia. His films °
nclude: 1975—77 The Perfumed Night-
mare; 1977—81 Who Invented the Yo-Yo?
Who Invented the Moon Buggy?; 1979—

80 Yan-Ki: Made in Hongkong; 1981—83
Turumba; 1982—89  Takedera Mon
Amour; 1981—89 I am Furious Yellow...
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Director’s Statement:

Lam Furious Yellow.... does not have a conventional
format. It is an accumulation of footage shot be-
tween 1981 and 1988. Assembled, the images seem
like a child’s photo album of my three sons growing
up during a colourful period in Philippine history.
The film does not have the same visual unity as the
usual documentary.... It has an “open focus” ap-
proach which, over a period of 8 years, allowed
spontaneous “home-movie” images to find a center
of focus in the yellow-coloured anti-dictator
demonstrations (the anti-Marcos demonstrations;
yellow is the colour adopted by Corazon Aquino).
Forever, there will be debates on whether docu-
mentaries must be shot only with “objective”
camera, or, if it’s enough to minimise the “sub-
jective” camera (ie the personal feeling of the
filmmaker). However, these artificial criteria are
breaking down as more personal documentaries
are accepted as documents of the filmmaker’s mind
in relation to the subject of the film.

The film is in three parts: “I am Frivolous Green”
(1981—83), which introduces the growing boy, doc-
umenting his family, home play, school programs,
typhoons, travels with Papa, and some stylized
dreams. “I am Furious Yellow” documents the boys
in the midst of political protests with yellow the
unifying symbol of the anti-dictator movements. “I
am Curious Pink” deals with contradictions in the
post-dictatorship era. The son tries to understand
why peace is so elusive in the newly reborn de-
mocracy.
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First Experiences

On Christmas Eve 1945, [ joyfully emerged from some
three and a half years as a combat film photographer in
the U.S. Army Signal Corps. I had spent years filming in
and out of combat, sending rolls of film to an unknown
destination known as the Department of War and almost
never seeing the results, not even knowing whether any-
thing at all was on the film. I felt lost, in the sense that I
had no confidence in my capabilities, and found myself
facing a world teeming with ex-G.1.s with no jobs. Some-
one told me that Robert Flaherty was living with his wife
Frances at the Chelsea Hotel in New York. I had known
the family because I had gone to a school in England
which two of their daughters, Franny and Monica, had
also attended.

When I'was 13 years old (in 1934), [ had made a 16 minute
film of my father’s banana plantation in the Canary
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Islands (16 mm black and white, silent). One of our
teachers, Bill Hunter, a geographer cum anthropologist
and a movie lover, had involved some of us in making
films. Bill showed my film to Flaherty, and he was gener-
ous in his praise, saying that someday we would make a
film together. Now, ten years later, he told me that he was
making a new film, to be shot in the bayou country of
Louisiana and invited me to go along. To my amazement
he did not ask to see examples of my work, he simply
hired me. This struck me at the time as tantamount to
irresponsible behavior. I was thrilled.

The “Irresponsible” Flaherty

In retrospect I now understand his attitude, or think I
do. Many of the things he did in the months to come
seemed “irresponsible.” He was like no other director I
had met. Why didn’t he ask to see my latest work? I
think probably he reasoned that I was likable, healthy,
strong, diligent and loyal. Why should he worry about
my photographic skills? If I couldn’t, he could! Unlike
other directors, he was, in my view, also the world’s great-
est cameraman. There was nothing in the world he liked
to do more than shoot. Yes, look through the camera lens
and shoot. Most directors don’t shoot, and most camera-
man only shoot when they are paid to. I think back to
when Flaherty visisted my school: he had a 16 mm
camera and a tripod, and [ recall him spending an entire
afternoon filming a blonde, long-haired Irish girl comb-
ing her hair, just that, nothing else. At the time I thought

" he was nuts. [ didn’t film because something was visually

enchanting; I filmed because the film would show you
something, instruct, explain. I had no idea how much I
had to learn from this extraordinary, powerful, yet gentle
man.

Making Ready

In January and February of 1946 we started to assemble
equipment to take with us. Again Flaherty rejected the
advice of the professional film people. A new 35 mm
camera, the Arriflex, designed to film the Nazi con-
quests, was available. These cameras had been liberated
from the Wermacht. They were small, light, reflex
cameras (you looked through the lens rather than
through a viewfinder). We knew these cameras had their
problems. The film tended to “breathe” in the gate, and
they tended to scratch, but Flaherty loved the reflex
aspect and the portability. An engineer in New York
modified the gate. Everyone shook their heads: “He’s
not going to shoot a feature with that contraption? No
way!”

He did. He was right.

By late spring we had our kit assembled and paid for: a
station wagon with platform roof, two Arriflex cameras,
a DeBrie camera as a standby, still cameras, tools, dark-
room equipment, a Fairchild disc recorder, a primitive
magnetic tape recorder that recorded on coated paper
tape, a moviola and other editing equipment, and a
35 mm silent projector.

Mr. Flaherty went down by train to arrange for a house
to work out of and live in. Frances and I drove down
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slowly, the wagon groaning under the load. We knew
that much of the film would be shot on or around Avery
Island or Weeks Island, two salt domes surrounded by
marsh land (and oil), so we settled in nearby Abbeville, a
charming town.

The whole production crew consisted of Mr. and Mrs.
Flaherty, editor Helen Van Dongen, myself, and occa-
sionally Mr. Flaherty’s secretary during the early months
when he was writing most of the time.

I had never heard of a film being made this way. We took
alarge house for a year. We built a darkroom and an edit-
ing room screened in on the porch, an extra shower bath
on the back, cages to keep raccoons, rabbits, deer and
skunks in. We built a convivial work bench in the dining
area where I could take the cameras apart and clean them
(every single night).

The Boy

During the first months Flaherty spent weeks writing
and rewriting the treatment, a surprisingly accurate doc-
ument in retrospect. We did some early filming of birds,
the marshes, etc., but our prime concern was casting. We
needed a Cajun trapper, the father, his wife, and an 11
year old son. While Bob wrote, Frances and I set out to
find the boy. Perhaps we all had Huck Finn in mind.

How do you find a boy? You visit schools and talk to
teachers. We went all over the bayou country, and we
shot tests of maybe a dozen boys. They all seemed lika-
ble, but when the rushes came back and we screened
them, we were amazed. J.C. Boudreaux, perhaps the least
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likely... Poor as a church mouse, barefoot, but he came
alive on the screen. He was perfect, and the others were
nothing! Nothing at all. [ was amazed at this revelation.
hadn’t seen the point of filming them — why not just
look at them? In J.C’s screen test, his hair was kind of
long, but when I went to get him to bring him to our
place, horror! His dad had given him a G.I. haircut.
Flaherty was furious. Why didn’t you tell them to leave
his hair alone, he ranted. Arrangements were made, legal
and financial. ].C. and his two cousins moved in with us
and, in a way, [ became a surrogate father cum barber
cum costume man...

Flaherty at Work

Now filming began in earnest, and it was totally surpris-
ing and very confusing to me. My previous experience as
a cameraman led me to believe that [ knew what a direc-
tor should do. In fact, I did know what they should do:
they worked from a script which describes the scenes. A
location is found, the director tells you where to put the
camera and how the camera should move; he then tells
the actor(s) what to do, how to move, what to look like.
But not Flaherty. We floated around on a raft on the lake
at Avery Island, J.C. in his pirogue with his raccoon JoJo,
alligators galore, for hours, days, weeks, months. We
shot from 6:00 am. until 10, then from 2:00 or 3:00 to
6:00 pm. Two cameras were set up, one for me and one
for Bob. Everytime an alligator moved, we shot. When it
stopped, we stopped. We filmed J.C., alligators, fish,
birds, snakes, lotus pads, flowers, trees... miles of film,
the cameras constantly moving, filming mostly with
long “telephoto™ lenses.

I particularly remember a day when we were to shoot a
specific scene of J.C. finding JoJo, his raccoon, in a tree.
The tree was there, JoJo was there, J.C. was there, reflec-
tors were adjusted. I was ready with the camera when Mr.
Flaherty found a spider’s web bejeweled with drops of
dew in perfect light. We spent the whole morning film-
ing the cobweb. This annoyed people; it seemed irre-
sponsible to me. A proper director would have said to the
“script girl,” “Remind me to get a shot of a spider’s web
when we have some spare time.”

It took me months to realize that Flaherty’s attitude was
discipline of a meaningful kind. To this day I have never
seen such a perfect web, whereas things that can be
arranged can always be arranged.

Slowly I began to understand his approach. There were
other surprises. Even in Louisiana you have rainy days.
These were devoted to screening rushes, not once, not
twice, but endlessly. Over and over. Since I ran the pro-
jector, | was always present at these screenings. Bob never
tired of looking at the good stuff or the boring stuff that
didn’t work. That is how he learned: every sequence was
anew experience. There were no set ways to film a place,
an event, a quality. Nothing would do that did not bear
looking at over and over again.

Reminiscences

The work days were arduous and long. In summer it was
hot. We would be up by 5:00 am. Bob would usually cook
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breakfast: tea, coffee, beans, eggs, bacon and sausage.
Then we would load up and go off to Avery Island or out
to the oil rig on a Chris Craft. Back by 6:00 unload the
film, develop a test strip (about 1 foot) off the tail of each
roll. While they are drying, dismantle and clean the
cameras, load film, and then make 8 X 10 blowups of
each test strip, examine them. Eleven o’clock and a well-
watered Scotch, perhaps a chat with Bob, who would oc-
casionally talk to me about filming.

He spoke mostly about Moana, filmed in Samoa in 1925.
And though Moana is not, 1 think, his most admired
film, it appeared that he had worked out his own ap-
proach to filming in making the movie. He likened the
camera to a horse with blinders on that can only see what
is directly in front of it, and while it sees something, it
does not see a great deal. The close-up shows a detail but
withholds a great deal and thereby generates a desire to
see more. The viewer is constantly asking questions:
what is going on? What am I looking at?

The sequence of harvesting the coconuts in Moana is an
example: Pea and his older brother Moana arrive at the
beach, Moana carrying a long pole, Pea a loop of some
kind of cord. Pea approaches the base of a tree and puts
the cord loop around his feet whilst Moana sharpens the
end of the pole to a point. Pea in close shot starts to climb
the tree, jumping the loop in steps upward. The viewer
has no idea that this is a tall tree. The obvious way to film

®7F Moana




BRZZVWDIZEwo T2, 70 =T v 7 OMURIZHID W
DreRE. FOFMDIZLAEZIETRO, ot RE0nE
WIOBSKE 22 5 £\ ) D7, BRIE IS G2T S, il
HEETWBEDR, BFXMERTW2DH0, &,

[E7F1icTL 2. a3+ VDL — v Bz,
ETFEEZDHHIEBLIZR>TL b, ETFIIRVEL, 3
EH2u—7DEEFIZLTVS, BEKOBIEIE, o
— 7 DERERICSSD DT TV B/, ETF3HBEOLE EH
LXRB72DITHI D, B ENENLRERIT LS, K2D
ENWHRDIMETH I/ —XT v 7 THELHEINS, BEICIZ
CHPENKRTH DI LI b7\, EWAREEEIICER
i, KAV Y X T 6 R EFTHET 2 HiErSH
D, BIERICEH N E VI EIRES 2 5, L2L, 75T
4 =3 Vo7, BRI EPEFIITE, BEREL VX
2T, KOBAEEHD LA LT E TORENT B 25
IZHZ 559 %\ g Lz, BOARELEL-T, EELH
HZ 5, HEHAZLICHHIN, AL LN REEINDE, —F
ETFTOHIE, HlorhE Iy T, HB2RMEICEEIT
Twd, SHLERBEN Y b KDOLEETFIE, WLz b
TS v, Z0E S E, HEOBRICE->TTEL, D
B0 BRI E > TRISNED7E, DWITkidz
IF o YDEICIZENDE, Rukeh s, E2TIELT,
ETTIIH - 72 o TR D, 22 THIHTEREIZS
DY —v DN IRT ) — IR EH DL DI,

(WA T FWEEITL—2DBE TR LA E £ 52 3
=3, DL bk B, EHRE VI D KBS
LTRNFTIFBEICREREELIL72DICETTERY HHHD,
FEZ S 3 v M- Tw L EHMLERE LT, [BEX
RIRELZ R L] HE»H7E, UL, mox—hi3Z
ALGLFHRIL Lo, BFDOFHETL LD LBEED
() EIFTwosents,

FICIZHAT DB L W2 LI, 75T 4 —DPEHEIC
T D2RFVH D, HISAHAA TR, EHIT2D, &)
L7220 LT, A28 Tniz, I Xahd Y,
ELRTHEIR) XAHH Y, FIELEROBX & I3F -
2K ES BRI EZN, IV T FWEIZRELTAH
7es, Bk L7CEEIZIZA L) b b ot 22T &
CEIWT W5, MEZ L BEROBEEIRBI N TW,

PIEEDRTIIA 29I % 24D

WA o7 FHEITRLELWEEIZ, ABSH» YD &
JICAMERETHICIWAERE N, (LA EHEZOH
B7A4NLDE)LAREMT I L7, Blebid, HE
BRIZ S v 7BHOERE TS A F~4 F 2BRESE, HE
P HDIRENE 77 7 RAMKICEEERT AL A B LIILO,
Buod »E NN L R0, BRIZBHTOE L% W
LDITH72,

FITHEREZTAL, #HT2b0V I, DFENHEZE
BLTCALEDIE, —DDIRT) =L LTELRIZDIE, b
EIIFFD TP, 2 TERL B —H %2 F R
T2 RN L) IREMLERTLE ) LFELEDLDLNIS),
ZLT., TLHOREOLLOAB» S, LPHERIBRRER. &%
B D72, OBRICKT, ZEEIERT 2 BOBNDRE
LLWwiay b2, THIEFZEELVLLEW)EEAT
BELLDE72h, ZHIZE > Ty —rAREN oI
EOVARA Y55

RL&Sic, -7, E2T7=D 3 v Fitho

a tall tree is to look up at it from the base with a wide
angle lens that would give the impression of height by
geometry, but Flaherty did just the opposite and went
way down the beach using a very long lens so that the
tree trunk is merely a slightly tilted line from top to
bottom of the frame. Pea hops up and out of frame. The
frame moves up, and the process is repeated. Meanwhile,
Moana is driving the pole into the soil, pointed end up,
more climbing, etc. You never see the top and the
bottom of the tree in one shot. The height is achieved by
the time the climb takes rather than by the geometry of
the frame. Eventually Pea gets to the coconuts and, smil-
ing and laughing, drops them down. Moana then uses
his spiked pole to husk them, and the audience has now
solved the little mysteries of this sequence.

I think there is not one shot in Lowuisiana Story that
shows the whole of the oil rig in a single frame. The tradi-
tional, or moronic, approach to film is that you start with
the long shot which orients the viewer, then you cut to
the medium shot, etc. The traditional admonition was
that “you must never confuse your audience.” Flaherty,
however, was a consummate storyteller and a good story
never gives you the punch line at the beginning.
More difficult for me to explain is Flaherty’s way of
looking at things. We were constantly panning, tilting,
moving the camera, searching. There is rhythm in the
filming, rhythm in the captured movements and compo-
sitions that are completely at odds with the compositions
that work in static imagery. I once went through
Louisiana Story looking for stills that could illustrate
what I am talking about and found very, very few good
stills. What is there is pure film magic constantly in
motion.

Mystery

One of the most difficult sequences was supposed to
show how oil companies go about discovering oil, an
almost educational sequence on seismology. We started
filming a seismograph crew in the marsh grass exploding
charges of dynamite and recording the echoes from
down under on graph paper rolls. We did everything we
could think of but the results were dismally dull. So then
we took a different tack. Instead of explaining, just see it
as a mystery through the boy’s eyes: he is out hunting
and gets glimpses of a huge marsh-buggy (again, pedes-
trian if you see it all). He sees and hears explosions only
through the grass that surrounds him. The explosions
are followed by fabulous shots of clouds of birds wheel-
ing in the sky that we shot for no other reason than that
they were beautiful, but that elevated this sequence from
good to super, in my view.

Similarly, a single shot that I got of an alligator killing a
bird transformed all the other shots of alligators — it
made the punch line.

The Toll of Magic

A major part of Louisiana Story is the drilling of the oil
well. We spent weeks and weeks filming the drilling crew
at work on the rig and as far as [ was concerned, it was
fine. There was certainly nothing wrong with it, so [ was
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stunned when, after days of looking at the footage, in
full knowledge that time was running out for us, that
money was about gone, Mr. Flaherty told me that we
were going to reshoot all the drilling at night!
Madness!

“No,” he said, “when I see them working at night there is
magic and what we have does not have magic, we see too
much, the grime, the odd tools left lying around...” or
words to that effect. So I spent a couple of days running
wires up the rig and clamping cheap reflector spots here,
there, and everywhere, and we did it over. Flaherty was so
right that it was easy. It looked fabulous.

To work his way takes a heavy toll. Granted, he had a
working treatment that is close to the resulting film, but
to achieve the film took miracles. The script spoke of the
well blowing out. I would bring this somewhat thorny
subject up from time to time, and eventually arrange-
ments were made to bring high pressure pumps from
Houston. The results were pathetic, so I decided not to
bring it up anymore. Our first child, Elspeth, was born in
New York, and I went to greet her. While I was gone, a
similar well nearby did blow out and Flaherty and
Sydney Smith, who had been assisting us, went and were
told that no electric motor was to come anywhere near
the rig. So they took the old French DeBrie camera and
hand cranked it. Spectacular!

Pillars of Support

But this dependence on big and little miracles in the face
of such high stakes took its toll. Insomnia, depression,
the possibility of not succeeding haunted Flaherty. It was
he who took the burden, who had the integrity never to
settle for less — but he also had enormous support from
Frances, creative support. She was always there, shot
stills and worked every bit as hard as he. And behind her
was the tiny army, editor Helen Van Dongen, myself,
Sydney Smith, sound recordist Benjy Donneger, and
Lennie Starck, the latter two of whom had come down
toward the end to work on the sound sequences. We
labored mightily for 14 months in Louisiana, guided and
loved by one of the most remarkable men in the history
of the cinema, Robert J. Flaherty.
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The YIDFF’s grand prize in the competition is named
after Robert and Frances Flaherty. This is in acknowl-
edgement of the great and lasting contribution of this
ploneering team of documentary filmmakers whose
films from Nanook of the North in 1922 to Louisiana
Story in 1948 cover the whole exciting phase of the his-
tory of cinema from the golden age of its silent days to
the heyday of sound pictures in Hollywood. The films of
the Flahertys contain some of the great titles of the genre
— films which became crucial in defining what is today
known as “the documentary” and remains crucial as
yardsticks by which true documentaries are measured.
Our retrospective is not a complete one but it offers the
best of the Flaherty films whose images remain as
memorable now as on the day when they were first made
known to the world.
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Nanook of the
NOl'th (1922)

Produced, conceived (scenario), directed and
photographed by Robert Flaherty

Titles by Robert Flaherty and Carl Stearns Clancy
Edited by Robert and Frances Flaherty

55 mins. B/W 35 mm Newly Restored Version with

o=} & TFVYRTINTA— AR)T IV A Salute to Robert and Frances Flaherty

music soundtrack

If one work can be said to constitute a “Bible”
of the documentary, it is Nanook of the North.

Flaherty’s vision goes beyond the simple docu-
mentation of the lifestyle of the Eskimos. It
encompasses the filmmaker’s quest for under-
standing the basis of man’s struggle with nature

and underscores the harmonic quality of such a
struggle. This theme arguably finds its apo-
theosis in a more mature work like Man of
Aran, but Nanook states the case with a greater

consistency and with a greater sense of fidelity.

In this, his first film to be released to the public,

Flaherty had already defined the qualities and
principles of what would be known as “the doc-
umentary”. Yet, in retrospect, Flaherty’s work

seems always to surpass the perimeters of a
mere label.
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Our thanks go to Monica Flaherty Frassetto for provid-
ing the impetus to make this retrospective possible. We
thank her also for allowing us to use the names of her
parents to endow the grand prize of the competition sec-
tion. Mrs. Frassetto will present a new sound version of
her father’s Moana (1926), a seminal work of cinema
made as a silent film in which a soundtrack of Samoan
ceremonial songs, dances and dialogue has now been
added. The original work is retained and now enhanced
by Monica Flaherty Frassetto’s inspired contribution.
Monica Flaherty Frassetto was born in 1920 and since the
age of 3 had travelled with her parents, Robert and
Frances Flaherty, during their filming expeditions to
Samoa, Ireland, England, India and in the United States.
As an adult, she has organised her own archaeological
research programs initiating two field trips to Puerto Rico
and the Virgin Islands. Since 1981, she has toured around
the world with the sound version of Moana.
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Moana .5

Directed and scripted by Robert Flaherty

Titles by Robert Flaherty and Julian Johnson
Photographed by Robert Flaherty and Bob Roberts
Edited by Julian Johnson

Assistant Director: Frances Flaherty

Produced by Jesse Lasky for Famous Players-Lasky
Cast: Taavale, Faangase, Moana, Péa

93 mins. B/W 16 mm Sound Version by Monica
Flaherty Frassetto

Moana is as outstanding as Nanook if not more
so. Again, Flaherty has travelled to the outer
reaches of the globe — here, to the Western
Samoan island of Savai’i in the South Pacific.
Flaherty and his team, including his wife
Frances and daughter Monica, reportedly spent
nearly two years filming on the island. The
resulting work reflects the depth of research on
details of the islanders’ lifestyle but more im-
portantly, it testifies to the director’s poetic
vision and falls into the thematic scheme al-
ready outlined in Nanook. Part of the film’s
beauty stems from the attractiveness of the




characters and the way in which they relate to
each other. Flaherty’s direction is as much
focussed on the human dimension in delineat-
ing the “purity” of a living experience as it is
focussed on other “objective” details.

~ “ )
T T ¥ (9
BE® ori—p7FnFe—
BIAR /= b& 752 R TINT L= Vav e T —Lke
W
W/ QX —bTINTF A= FAT 4R TTI T4~V
S FAT—
SR/ VaveT—ker
&/ Henvk
BFE/ Var 7)) =9k
Wi/ A== A — X0 7, 2 X =T Ay, =
AT N T AV 28y he2) A
BUEBLAR /AT s ay A ZRa—- B2 Fr—
X, AR T—F
35mm,/ & /70,975
TINT A —DBREEETH S, FF=
EFFatygl)—bnd ooy Th
WREIREICS 7 F 8T 4 — DR W FIUZDHEIC
HBNTWED, COERTHLFI2E FXxa
R Z ) —HF LW THRSD & 4L, ke
TEMEDE AL DICH>T B, BT AN
7 v FOKBEEBRICH DRNIAENBT
W niz, CofERiE. BEkorx—2]
EHOEYH B, B b EBOhICHHT S
A SISO LN TN B, 2L T,
WHEE LEEZ2DIIENTEARORAGE
IZRARy PHPBTLENTW S, FRiCZ DIER
T, BIESITORIET, RiiEhr bR
LR ST D% 0E L 7ZH 5, it <
FoTwdTI7rnERIILOLKELEEZD
T 4y 7 B TR T WL 3 DAENRE
2o & WY T—UTR TINT A —iEE
 DBIMBEIDBEE & ) v > 2 5 B2l ff 2
FHRLTWDE @FRE A7 49 Fe)—
CVEBE AT ol ORI L)y —
ST, D FZ" 2O EIFESEL
72hs. KRB b T 3),

Man Of Aran (1934)

Directed by Robert Flaherty

Screenplay by Robert and Frances Flaherty with
scenarist credit for John Goldman

Photographed by Robert Flaherty, David Flaherty
and John Taylor

Edited by John Goldman

Sound by H. Hand

Music by John Greenwood

Cast: Colman “Tiger” King, Maggie Dirrane,
Michael Dillane, Pat Mullin

Produced by Michael Balcon, Gainsborough
Pictures for Gaumont-British Corp

35 mm B/W 97 mins.

Perhaps Flaherty’s masterpiece. This is a work
in which drama and documentary — two con-
cepts which have all along infused the work of
Flaherty — were brought to a new height and
reaches artistic fusion. Filmed in the harsh,
barren islands lying off the Atlantic coast in
western Ireland, Man of Aran is a close cousin
to Nanook. Both are preoccupied with the
smallness of man against the forces of nature.
Both stress the nobility of man in their struggle
to survive. Here, Flaherty introduces a more
romantic angle in his depiction of the noble
woman — the wife of Man of Aran — who waits
anxiously and patiently on the barren cliffs for
her husband to return from the stormy sea. In
these scenes, Flaherty achieves more drama
than many a fictional filmmaker. (David Lean,
for example, attempted — but failed — to cap-
ture the drama of the sea in similar scenes in
Ryan’s Daughter.)
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The Land (1942)

Directed by Robert Flaherty in collaboration with
Frances Flaherty

Screenplay by Robert Flaherty

Photographed by Irving Lerner, Douglas Baker,
Floyd Crosby, and Charles Herbert

Edited by Helen Van Dongen

Music by Richard Arnell

Produced by The Agricultural Adjustment Agency,
US Department of Agriculture

Narrated by Robert Flaherty

16 mm B/W 42 mins.

The Land has been described as Robert
Flaherty’s most controversial film. In its view of
America trying to recover from the Depression
just before World War Two, Flaherty had to
contend with no less an interfering hand than
that of Government. The Land is as visually im-
pressive as the best of Flaherty’s works but it
falls into a genre of Depression America films
which have found other classic exposition in
films (both documentaries and fictional fea-
tures) such as Pare Lorentz’s The River (1937),
John Ford’s The Grapes of Wrath (1940), and
even Joris Ivens’ The Power and the Land (1940).
Flaherty’s themes may have come across as
muted, as the US government sought to tinker
with his footage (the contribution of the editor
Helen Van Dongen was crucial) and it was per-
haps this client relationship with the authori-
ties that has caused Flaherty to like The Land
least among his films.
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Louisiana Story

Directed by Robert Flaherty

Screenplay by Robert and Frances Flaherty
Photographed by Richard Leacock

Edited by Helen Van Dongen

Sound by Benjamin Donniger

Music by Virgil Thompson

Produced by Robert Flaherty with Richard Leacock
and Helen Van Dongen for Robert Flaherty Produc-
tions (Standard Oil of New Jersey)

Cast: Joseph Boudreaux, Lionel Le Blanc, Mrs. E.
Bienvenu, Frank Hardy

35 mm B/W 77 mins.

Flaherty’s last feature, Louisiana Story benefits
from his collaboration with cameraman
Richard Leacock and editor Helen Van Dongen
(who both also served as associate producers).
From an opening which brings new meaning to
the word “lyrical”, the film moves through
Mark Twain territory to cover thematic ground
well-explored in Flaherty’s previous classics.
The threat of modern technology — here in the
form of an oil drilling team — replaces the
threat of nature. In both cases, there is a sense
of the inevitable — a force which will over-
whelm man. Also, there is always a sense of cau-
tious respect when man approaches both
threats. The primitive innocence, the folksy
nature of the Cajun characters once more form
a strong contrast to the power of forces outside
their control. In today’s more “green-consci-
ous” world, Flaherty’s films attain even greater
importance and significance.
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Guernica (1949)

Directed by Robert Flaherty

Edited by Frances Flaherty

16 mm B/W 5 mins.

The last years of Robert Flaherty were not very
happy ones. He had to work hard to get finan-
cial support for his next productions. He was
fascinated by this film on art but passed away
just before its completion. This film was com-
pleted by his collaborator and wife, Frances
Flaherty in 1950.

A Salute to Robert & Frances Flaherty
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The Dawn of Japanese Documentaries

P A HRE E O
The Expeditionary Force in West Siberia

FRIE DHIEN
A censorship mark

BRER TG TRRE 2 S BRI
H.ILH. The Prince Regent Visits the Moving Photograph
Exposition

AARF a2 —BEDTH I The Dawn of Japanese Documentaries

By Yoshio Yasui

Zo7ur sl MEORAED S _IRIERKEHEIEE T, BADF
Xa2xX o) —MEOMEEZOPL ) L) HETHERINTW 5,
[FXxaxr ) —BE]E W) ZFRIT, Bl & ) R —fRICERLAEET
HoT, BATDOBARIZBWTIE [EE] [AVBLE] [FCEME] 72 & &R
NTW72b0h, THIBT2EEbNDEY, [FXxax ) —BE|DE
FHEDWERZ 726, 2 2 TIIBIME & FE - BEDNADETE, 205
BT 2LINEHFL TS LERICHZ>T2,

COMEERD72OIZRBED SN2 7 4 VAT, FOREZFEDITS 5

WizaEI NIz, LT, SHOMEZ BT 2,

BIEE K7 G FROENWI

BARNDEE L 72BN 7 4 M Aid, 18994, BHIFEA BRI L T
L7 SHAZERFHEESY” CTEME N [RES] [BAGH] REMWF
Rit] 228 3NTn5, BAET S [HER] SEENIE, F19004EILHF
BEFHFREL, HREEY EEERBAEHE &M CRIT, MED D
SBHEICEB L& 4E. < 19044E 00 H B S I3 > TR 2 JRiE.
BUTHIIC LRI Z D2, 2Dk, KEERT BROBHKE) ORRMEHRH R,
B RKERLYDE Yy 7 =2 =20 b L, TNEILELIZT 4 VADE
TS Lz, BIMLE & XAT 2R T, SRLDHRBELLEHKLIZ T4V
2%, BARTIE CEB LA TW,

A3, TL MBS 2 THIEEFI 2R L. HERESFLHZRN S
FIFLEET74NLE, BOFEUBERTEMT 2, REOMBHETIT
AAReZ, BB L52e% YA Ly b - 7L —2ATo B, BRI U
DEEIAERZAREICT 2 TH S,

W2 WIEINS T vs

AABEAES & %, BICEATIEA L2 Vwor, 191740 [EETER
FEEEAL] 130 2 2RMOBEETH S, 19254 ICIINEE D [THEIHEE
7 4 L ARREER] RHEL, 2TOET7 4 LAREROERTICEINL
B LT T, 74 NVADEEICIINT TWHEERME] & L ORI HFT
LA, & 5IC19394F ICIEESHIE S N B ICRA T, ERICE 2BH
DL L7, b b B ABUERROARL Y 52 3T %r -7,

EROER?H I3 AT 2R T19204 1 HAZ 0 L 1) THRER S (1
BT X)) 2L T TSR] MU B2k [EEBHE 2 X
£ DR e, ZHT EMGEEZ B L2, 25 ZHOBEDRORNIC
1934FE DWW ICERLTLE -7,

AL TOE M ERIET bTIT, FRLARERAHTLIRSZ
BT &L, RSB E-7 [Hk] 240, YEBOREOER 2
RazkizlLid,

HIW BEW DR

» RT3, BARICI6mAE K L2nid, BT £ ) 2 EFBEOBEE
BDIHIZF P I EHEPRLAALL S EHELTWAEY, 20 L0 b
<At BATIZI6mmIC & 5 EMAE A ICITh LT\ 72, FRCERBE DB T,
&0 A THEL1I6mOFHA SN2 TH b,



The films in the programme, The Dawn of Japanese Documentaries were
selected for the purpose of outlining the early development of the docu-
mentary film in Japan from its early beginnings to the end of World War
II. The term “documentary” did not go into current usage in Japan until

»

recently. Before 1945, various names such as “real film”, “actualités 4 la
Lumiere”, “culture film” and “record film” were used to designate this
category of film. We have chosen the up-dated “documentary” by
reason of its broad but exclusive sense, that is, of including all the films
that are not fiction or animation. It is our hope to show the audience a
wide variety of documentary films made in Japan.

The films — which are brought together in haste only for this festival —

are classified into five parts as to content:

1. The Dawn of the Moving Photograph and
the “Real Film”.

The first Japanese-made films were shown at the Kabuki-za which was
Tokyo’s most important theatre in 1899. The programme was promoted
by Koyo Komada who publicized it as “Japan’s Pioneering Moving
Photograph Show.” These films showed street scenes taken at Ginza,
Nihonbashi and Asakusa — all Tokyo’s busiest quarters. Made in the
same year was Maple Viewing (Momiji-gari), a documentary of Kabuki
dance, which still exists today. In 1900, when Japan sent troops to quell
the Boxer Uprising in Peking, China, the Yoshizawa Company distri-
buted “Great Moving Photograph Show of the Disturbance in North
China”. This film demonstrated the potential of cinema as a powerful
news medium. Four years later, many companies competed with each
other in sending shooting crews to the frontlines of the Japanese-Russo
War and all made a good success of their footage in exhibition shows.
Later, when significant events such as the Crown Prince (later Showa
Emperor)’s visit to Europe and the Kanto Earthquake occured, every
company made films to record them. In order to distinguish them from
fiction films, these documentary films were called “keal films” in Japan.
This part of our programme in the festival consists of the “real films”
made after the Japanese-Russo War, but excluding Maple Viewing by
reason of its frequent showings elsewhere. These films will be screened
by using the hand-cranked projector which makes it possible to preserve
the original slow projection speed and silent frames of the films, neither
of which are possible by using modern projectors. This form of projec-
tion will also allow the audience to experience the original duration of
viewing time as it used to be.

2. The Suppressed Films.

When we talk about the Japanese cinema, we should not forget —
among other things — its history of censorship beginning with the
“Regulations of the Moving Photograph Exhibition” in 1917. The
Home Ministry subsequently enacted the “Regulations of the Censor-
ship of the Moving Photograph Film” in 1925. This law forced all films
to be shown to the public to fall under government surveillance. A film
had to be stamped on its first frames with a sign: “Censored by the
Home Ministry!” or such like. The government further tightened con-
trol of the cinema in 1939 with a new “Cinema Act”. Nothing like free-
dom of expression was permitted and public thought was exhaustively
controlled.

In 1929, after many twists and turns, left-wing filmmakers successfully

WIS B 3
The Funeral of Yama-sen in Kyoto
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Yoshio Yasui

Born in Kobe, Hyogo Prefecture in 1948,
Yoshio Yasui, based in Osaka, has been very
active in showing mainly Japanese cinema. He
established Planet Film Library in 1974 and has
been engaged in research, exhibition and the
preservation of film classics as well as their
- ‘ written materials.
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A Woman Diver of Wagu

AN 2402 —EORY] S B The Dawn of Japanese Documentaries




formed the Japan Proletarian Motion Picture League (Pro Kino for
short). This organisation produced a lot of films such as The Funeral of
Yama-sen in Tokyo, The Funeral of Yama-sen in Kyoto, Co-operative Farm-
ing and so forth. It kept active through the showing of these films to the
public in every part of the country. However, five years later, Pro Kino
was forced to break up by the violent suppression of the authorities.

3. The Spread of the Educational Film.

According to informed sources, the wide use of 16 mm film in Japan was
attributed to the US Occupation after World War II because the US
Army brought in the Natco projector to re-educate and inform the
public through 16 mm propaganda films. The fact is that 16 mm film was
introduced and widely used long before the war. It was used in schools
for the purpose of education materials because of its simple handling
and safety.

Among those filmmakers who made educational films were Chuzo
Aochi who was obviously influenced by the Breys Educational Films
series made in the USA. Aochi directed the Athena Library series of edu-
cational films. Nikichi Ota established an organisation for the distribu-
tion of educational films and himself made films for science education.
Tatsuo Inada, another advocate of educational films, made films for the
elementary education of geography produced by the Tonichi-Daimai
Film Library.

Some of the films mentioned above will be screened on the silent 16
frame-per-second format, on a projector specially ordered for this
festival.

4. The Blooming Culture Film.

When the Cinema Act was promulgated in 1939, the movie world will-
ingly accepted it as the first legislation of a cultural law hoping that the
law would elevate the status of movies but ignoring the fact that the gov-
ernment was tightening its control over cultural life. In the regulations
relating to the application of the Cinema Act, the term “culture film”
was officially designated. The following year, movie houses were obliged
under the law to screen “culture films”.

It seems that the appellation “culture film” was the literal translation of
the German “Kultur-Film” to define all those films produced by UFA in
a science-educational short-film series and which were imported into
Japan by Towa MP Company.

This part of the programme consists of the important “culture films”
made in the forties. The most important director of the “culture film”
was probably Fumio Kamei, whose Kobayashi Issa will be shown instead

of his more famous — and frequently revived — Shanghai and Fighting
Soldiers.

5. The Trend Towards National Policy and
the Upsurge of Militarism.

The “culture film” played a part in the campaign and propaganda of
national policy and the upsurge of militarism in Japan. Even if a film-
maker did not intend to do so, his work would be used to heighten
national militaristic morale. This part of the programme consists of
newsreel shot from the invader’s point of view and “culture films” prais-
ing the establishment of the Great Asia Co-Prosperity Sphere and public
devotion on the home front. We have arranged them in chronological
order to let the audience follow the public sentiment of those days and
to reflect on the danger of cinema exploited by the power of the State.
After World War 11, all the films praising the war were forfeited or
burned by the Occupation Force so that not many of them remain
today. Although the forfeited films are returned and later kept in the
National Filmcenter, our programme does not include them. We are
sorry to say that some of the films in this part of the programme are not
the most perfect of prints.

Although the following films above form the main part of our pro-
gramme, we are still hoping to get other prints to make our opening day.

[ 884k
Fighting Women

REDRE - WL
Our Weaponry, Tanks

B FEAH
The Day of the Public Duty for Asian Prosperity
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THE FILMS:
1. THE DAWN OF THE MOVING
PHOTOGRAPH AND “THE REAL FILM”>

“OMOIOKOSE Nichiro Taisen” REMEMBER
THE JAPANESE-RUSSO GREAT WAR

¢.1905 pr: unidentified
Along with the film companies of Europe and America, Japa-
nese companies like the Yoshizawa Company sent shooting
crews to cover the Japanese-Russo War. This print is probably
different from the known film taken by Rothenschall.

THE EXPLOSION OF THE OSAKA STORE-
HOUSE (Scenes from the big explosion in the Ajigawa,
Osaka.)

1917 pr: Tennenshoku Katsudo Shashin Co.

A news film reporting the topical great fire in Osaka. Fire scenes
are dyed red.

H.L.LH. THE CROWN PRINCE ON A VISIT TO
EUROPE

1921 pr: Osaka Asahi Shimbun
The crown prince, later the Emperor Showa, visited London
on his tour of Europe. Scenes from his inspection of guards of
honour, London City’s reception, and so forth.

H.LH. THE PRINCE REGENT VISITS THE
MOVING PHOTOGRAPH EXPOSITION
1921

On his return from Europe, the crown prince acceded to the
duties of regent. He visited the exposition at the Ochanomizu
Education Museum and was the shooting of “Nanko’s Farewell
at the Sakurai Post Town” performed by Matsunosuke Onoé, a
movie star, and his son.

THE EXPEDITIONARY FORCE IN WEST
SIBERIA

¢.1921 ph: Junsuke Sawata
This film was a commemoration of Asataro Nonomura who
was officially commended by the Army Minister Giichi Tanaka
for his donation of ten thousand comfort bags to the Army.
The photographer was Junsuke Sawata, an owner of Sawata
Film Production Co. in Osaka.

THE FIRST REPORT OF THE TOKYO
EARTHQUAKE

1923 pr: Osaka Suzuki Company
The first report of the Kanto Earthquake delivered at Osaka.

THE FUNERAL OF MATSUNOSUKE ONOE

1926 pr: Nihon Katsudo Shashin Company (“Nikkatsu” for short)
Matsunosuke Onoé was a movie star nicknamed “The Big-
Eyed Matsu-chan.” Nikkatsu held his magnificent funeral at
the Taishogun Studio.

2. THE SUPPRESSED FILMS
THE FUNERAL OF YAMA-SEN IN KYOTO

1929 pr: the Kyoto branch of Pro Kino (Keiji Matsuzaki, [samu Ueda,

Tetsuo Kitagawa et al.)
Senji Yamamoto, nicknamed “Yama-Sen,” was a member of the
Labour-Peasantry Party and won a seat in the Diet at the first
election by universal suffrage. He objected to the law govern-
ing the public peace. Before long he was assaulted and killed.
The film depicts the seven days from the return of his ashes to
Kyoto to his funeral.

THE TWELFTH TOKYO MAY DAY (Incom-

plete Print)
1931 pr: the Tokyo branch of Pro Kino, conducted by Akira Iwasaki

A documentary of the May Day demonstration from the
Shibaura reclaimed land via Showa Street to the Ueno Park.

THE LAND (Incomplete Print)

1931 pr: the Tokyo branch of Pro Kino
sc & dr: Shukichi Ko ph: Hideo Oka

A tenant farmers’ struggle against a landowner who plans to sell
his farmland to a factory. The factory laborers also start a
struggle against the removal plan.

The Dawn of Japanese Documentaries
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SPORTS

1931 pr: the Executive Committee for Art Olympiad of Waseda
University, under the direction of the Tokyo branch of Pro Kino
An independent film made by students that criticizes bour-
geois sports. A good reputation in the campus caused an arrest
of a person in charge.

THE GENERAL LINE

1932 pr: the Tokyo branch of Pro Kino

sc & dr: Ryo Furukawa ph: Hideo Oka, Genkai Arashi
A documentary of a counter-discharge struggle of Tokyo’s city
tramway laborers.

A BROOK: Following the Stream

1934 dr: Katsuo Nose
An 8 mm film tracing a stream from its source of the Lake Biwa
towards Kyoto City, taken from a skeptical point of view about
industrialization. This film was doomed to be confiscated by
the special secret service police during the war and to be for-
feited by the Occupation Force after the war.

3. THE SPREAD OF THE EDUCATIONAL
FILM
The Films of Chuzo Aochi:
A DANCING GIRL OF WATER

1928 pr: Yokohama Cinema Company (a Athena Library series)

THE PROGRESS OF A TRAIN

1932 pr: Yokohama Cinema Company

FROM TOKYO TO AOMORI

1933 pr: Yokohama Cinema Company

After working in the field of education, Chuzo Aochi moved
on to the movie world and set out to collaborate with Eisuke
Saeki, an owner of the Yokohama Cinema Company. By
around 1935, they had produced some seventy films for the
“Athena Library” series, for nearly twelve years. Aochi wrote
the script, edited the film and supervised every production.
From 1931, he made some ten classroom films under the guid-
ance of the All-Japan Society for the Study of Film Education,
of which the nucleus was the Osaka Mainichi Newspaper Com-
pany. His work was a forerunner of the scientific film and the
classroom film in Japan.

The Films of Nikichi Ota:
A FROG

1932 pr: Yokohama Cinema Company

AN ACCOUNT OF SALT

1935 pr: the Film Department of Juji-ya (a Popular Science Film series)

LIFE OF A CICADA

1936 pr: the Film Department of Juji-ya (a Popular Science Film series)

AN ACCOUNT OF A BEE

1936 pr: the Film Department of Juji-ya (a Popular Science Film series)

ANACCOUNT OF A CABBAGE BUTTERFLY

1936 pr: the Film Department of Juji-ya (Films for the Science Education
series)

AN ACCOUNT OF STRATA

1937 pr: the Film Department of Juji-ya (Films for the Science Education

series)
While teaching at the Tokyo Municipal Shiba Akabane Ele-
mentary School, Nikichi Ota made “A Frog” with the script by
Kazuo Hasegawa, a teacher of the Yotsuya Third Elementary
School of Tokyo City. The success of the film brought him into
the Film Department Juji-ya, a company manufacturing and
dealing in 16 mm projectors of the Bell module. With sales pro-
motion in mind, Ota organized the Society for the Pervasion of
16 mm Educational Film. Under the banner of this society, he
produced a Popular Science Film series nos. one to eight and its
renamed sequel, a Films for the Science Education series nos.
nine to twenty-five. Among the cameramen of these films were:
Kiyoji Suzuki, Koichiro Maruko, Yonesaku Kobayashi and
Dairokuro Okuyama. They were a part of many talented
cineastes trained by Ota. He is probably worthy of being styled
the Father of the Japanese scientific film.
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THE KINKI REGION

1935 pr: Sawata Film Production Company (a Films for the Elementary

Education of Geography series)
A film of the “Films for the Elementary Education of Geogra-
phy” — a Series of Geographic Films for Elementary Schools
series, — which were sponsored by Tonichi-Daimai Film
Library. This series was the first systematic classroom film in
Japan, and it consisted of 13 prints supervised by the All Japan
Society for the Study of Film Education, and produced by
several film companies such as the Tokyo Cinema Company,
Nihon Telegraph News Agency, Oku Company and Shochiku
Kinema, for the purpose of introducing Japan of those days
which encompassed Taiwan, Korea, the South Sea Islands and
Manchuria.

4. THE BLOOMING CULTURE FILM
ONE DAY AT A DRY BEACH

1940 pr: Riken Kagaku Eiga Inc. (Riken Science Films Inc.)

dr: Kenji Shimomura ph: Tokio Sano
A documentary of creatures in a dry beach taken with a long-
focus lens, praised for the crew’s patience with prolonged
shooting schedule, the humorous voice-over narration and the
poetic imprressions.

KOBAYASHI ISSA

1941 pr: Toho Eiga Bunka Eiga-bu (The Culture Film Department of

Toho Film Co.)

dr: Fumio Kamei ph: Shigeru Shirai

voice-over narration by Musei Tokugawa
The second film of Kamei’s “Topography of the Shinano
Region,” namely, a sequel to “A Chant of the Ina District”. This
shows the lives of farmers struggling with a rigorous climate
and unchanged poverty, interweaved with the ‘haikus’ of Issa
Kobayashi, a poet born in Shinano (1763—1827).

A CORMORANT FISHERMAN

1941 pr: Shochiku Bunka Eiga Seisaku-sho (Shochiku Culture Film Pro-
duction)
sc & dr: Seishiro Matsumura, under the guidance of Kanji Yamashita, a
master cormorant fisherman of the Imperial Household Ministry
A documentary of the traditional skills and labour of a cormor-
ant fisherman in the Nagara River, Gifu City.

A WOMAN DIVER OF WAGU

1941 pr: Yokohama Cinema Shokai (Yokohama Cinema Company)

dr: Kozo Ueno ph: Kojiro Kitamura
Kozo Ueno, a former member of Pro Kino, entered Yokohama
Cinema Co. and made his first film about the impressive labour
of a woman diver of Wagu, a village in the Shima Peninsula.

THE LOCOMOTIVE C57

1941 pr: Geijutsu Eiga-sha (Art Film Production)

dr: Yoshitama Imaizumi
C57 was the the newest model of the locomotive engine of
those days. This film shows the life and work of railroad men
and consists of four parts.

CHILDREN AND HANDICRAFT

1941 pr: Juji-ya Eiga-bu (The Film Department of Juji-ya)

dr: Yoshimi Watanabe sc: Yoshitsugu Tanaka, based on the idea of Hideo
Oka

ph: Koichiro Maruko the shadow pictures made by Noburo Ofuji

A statement of the importance of handicraft for children.

RECORD OF A KINDERGARTEN TEACHER

1942 pr: Geijutsu Eiga-sha (Art Film Production)
dr: Soya Mizuki construction: Taka Atsugi
ph: Tatsuo Hashimoto, Takamasa Ryujin music: Shiro Fukai

A documentary of the everyday relations between teachers,
children and their mothers at the Ehara Kindergarten in
Tokyo.

5. THE TREND TOWARDS NATIONAL
POLICY AND THE UPSURGE OF
MILITARISM

THE UNION NEWS No. 72

1938 pr: Domei Tsushin-sha (Union News Agency Co.)
Under government patronage, the Domei News Agency pro-
duced a hundred and fifty-eight newsreels from 1939 to 1940.
“The Union News” had no equal in the representation of battle
scenes. This issue reported the military achievements on both
the southern and nothern fronts of the Yangtze River.

Bl The Dawn of Japanese Documentaries
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FIGHTING WOMEN

1939 pr: Asahi Eiga-sha (Asahi Film Company), under the auspices of
the Red Cross Society of Japan.
sc & dr: Ejjiro Nagatomi
A documentary of the activities of nurses in the Red Cross
Society of Japan.

THE DAY OF THE PUBLIC DUTY FOR
ASIAN PROSPERITY

1940 pr: Kaji Shokai

A propaganda to publicize the significance of the Day of the
Public Duty for Asian Prosperity.

YOUNG FLYING CORPS

1940 pr: Geijutsu Eiga-sha (Art Film Production)

dr & ph: Kan Inoue construction: Kiyoshi Nishikawa
A documentary of the life and training of preparatory students
in the Kasumigaura Navy Air Corps. Before Kan Inoue direct-
ed this film, he photographed a Pro Kino production, “The
General Line” (see Part 2), and some films for the Geijutsu
Eiga-sha including “The Snow Country” directed by Tokichi
Ishimoto.

OUR WEAPONRY, TANKS

1941 pr: Riken Kagaku Eiga Inc. (Riken Science Films Inc.) supervised
by the Army Headquarters of Arsenal
producer: Soichi Oya dr: Koji Asaka
ph: Kimio Kasama, Torajiro Fukuda, Masao Kusaka
One of a full-length propaganda series that stressed the impor-
tance of increasing fighting power.

THE FOUNDATION OF VICTORY:
Record of the Naval Academy
1942 pr: Riken Kagaku Eiga Inc. (Riken Science Films Inc.), supervised
by the Military Service Bureau of the Navy Ministry and the Naval Aca-
demy sc & dr: Norio Nakagawa
ph: Masao Kusaka, Wataru Takahashi, Sadaaki Oka, Kimio Kasama
A documentary of the life and training of students in the Naval
Academy on Edajima, an island off Hiroshima City.

THE NIPPON NEWS

1942—3 pr: Nippon Eiga-sha Corporation (Japan Films Corp.)
In 1940, when the Cinema Act was enacted, the four newsreel
services of the Mainichi, the Asahi, the Yomiuri newspapers
and the Domei News Agency were ordered to merge into the
“Nippon News.” Until the end of 1945, two hundred and sixty-
four issues of the “Nippon News” were produced. This print
consists of extracts from the issues between 1942 and 1943.

HURRAH FOR JAPAN

1943 pr: Asahi Eiga-sha (Asahi Film Company)

construction: Ryoji Mikami, Eijiro Nagatomi, based on the idea of Tadao

Yoneyama
A propaganda to publicize the evildoing of the United States of
America, England and Holland in South-East Asia and to praise
the achievements of the Great Asia Co-Prosperity Sphere,
using animation to caricature Churchill, Roosevelt, and Chiang
Kai-Shek.

This programme is made possible with the cooperation of:
Kyoto Prefecture, Kyoto Culture Foundation, Tabuchi Film
Collection, Tanaka Cinema Company, Chubu Japan Educa-
tion Film Company and Planet Film Library.

The Dawn of Japanese Documentaries
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The Yamagata International Documentary Film Festival
has a task before it. In the years ahead, it must strive to
provide encouragement to documentary filmmakers
within Asia itself. No other country in the continent,
except Japan, is as well poised to take up the baton and
conduct filmmakers in the region in realising a sym-
phony of documentary truth. The ultimate aim is an
aesthetic one — to build up the conditions whereby cellu-
loid magic may be wholly exploited to its fullest advan-
tage and to lay bare the trials and tribulations of the
human soul. Although this quest may not escape the
boundaries of political and/or nationalistic consider-
ations, it is to be hoped that Yamagata will evolve a
rational and universal set of filmmaking standards for
fellow Asians to emulate. Its role in providing a forum
for further distribution outlets is, of course, a foregone
conclusion.

Apart from Japan, and possibly, India, there is no strong
tradition of documentary feature film-making in most of
the countries of Asia. If we limit our vision to Japan’s
neighbouring region in Southeast and East Asia, the field
of documentary film-making is a virtual desert. At this
point, it is necessary to define what we mean by “docu-
mentary film-making”.

Mr. Shinsuke Ogawa, perhaps Japan’s foremost docu-
mentary filmmaker, always makes careful distinctions
between “documentaries” and films which are mere
“reports”. I believe that in the opinion of Mr. Ogawa,
the term “documentary” is not a rigid classification,
although many people often use it to distinguish any
film which is not fictional. As Mr. Ogawa has shown — in
his Magino Vallage: A Tale — documentary films can en-
compass fiction, and many fictional films often use the
documentary format within its structure. Mr. Ogawa’s
definition of the documentary film as a film which is not
a “report”, takes into account the whole spectrum of the
art of filmmaking where documentary and fiction are
separated — if that — by a thin line dividing two genres.
Mr. Ogawa has a holistic concept of the documentary
film

Such a concept is not widely understood in many of the
filmmaking centres of Asia. In Southeast Asia, the con-
ventional wisdom regarding documentary films is pre-
cisely what Ogawa decries in the documentary as mere
“reports”: journalistic reportage, or worse, public rela-
tions exercises or commercials commissioned by multi-
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By Stephen Teo

national companies, government agencies in blatant
attempts at propaganda, or multitudinous agencies with
blinkered visions of reality or beauty (touristic trave-
logues are prime examples). Needless to say, such films
are a travesty of the term “documentary”, which in the
tradition of Vertov, Grierson, Flaherty and Ogawa means
cinematic art plus emotional and social commitmentand
a search for the human soul.

It is time for Asian filmmakers to realise that the docu-
mentary film possesses wider dimensions; that it is not
mere “reports” of a certain social subject or the (often
distorted) points-of-view of authoritarian governments.
Even less should they use the term “documentary” to
mark out such films as “non-fiction” for in doing so,
they demean the art of filmmaking and show their igno-
rance of the possibilities of cinema. It is time for Asian
filmmakers to apply a holistic concept of cinema and not
to limit their vision, which in most cases, is focussed only
on the area of purely fictional genres, such as melodra-
mas or action thrillers.

It is hoped that the dearth of documentary films in Asia
will not be a lasting phenomenon. To help revitalise the
art of the documentary film, there is a need not only for
the filmmakers to fulfil the production process — and to
have their works distributed on an Asia-wide scale — but
also for critics and other filmmakers to recognise contri-
butions to the art. As noted, the Yamagata International
Documentary Film Festival can become an important
forum for Asian filmmakers to present their contribu-
tions and to discuss their work. Filmmakers need the
recognition of their peers as well as the objective analyses
of the critics. Hence, Yamagata may well become a watch-
word in the future for the development of film — or the
art of the documentary — in Asia.

However, for that to happen, Asian filmmakers must ad-
dress one important issue: why is it that so few documen-
taries are being made? They must ask this question in
Yamagata, and certainly must try to answer it. They may
discover common points: apart from the obvious eco-
nomic explanation that documentaries are not “box-
office” — hence producers are not willing to finance
them because audiences prefer to see fictional films —
there is perhaps a deeper level to the issue. Are not good
documentary films obliged to present the truth? Aes-
thetically speaking, the documentary film is inclined to-
wards realism. This implies that its moral arrows are
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pointed toward the revelation of social and political reali-
ties. Realism, after all, is the state of things as they are:
a state where deformities cannot hide the vision of truth.
In the Southeast and East Asian regions, governments
seek to impart their own political visions. Any person
who deviates from this vision will face the heel of oppres-
sion. History has shown that no government in the
region can tolerate the truth of social reality or anyone
who dares to differ from its version of such truth. Each
government has sought to distort such truths if they
have not changed them. It is perhaps the sad nature of
political activism that once a government is established, a
higher political philosophy or system is imposed over a
people and that tyranny is so often the means by which
such a system or philosophy is imposed. Filmmakers as
artists or intellectuals must resist the temptation of arro-
gance and political opportunism. Documentary film-
makers bear a greater burden, a keener responsibility,
because of the realist aesthetics of their format. They
can choose either to question or to collaborate with the
system. However, in the final analysis, they have no
choice but to show the truth.

Such are the political realities. Yamagata cannot escape
the politics of “showing the truth”. Within the political
circumference, there is the truism that noboby likes to
listen to or to see the truth. The truth is not popular.
This is exploited as a defence by producers who refuse to
finance documentaries. However, documentary film-
makers face not the wrath of the audience but the apathy
— the indifference — of the audience. Governments —
and producers — perpetrate the fallacy that it is they who
know what the masses (the audience) want. If we believe
them, we fall prey more to political manipulation than to
pure and simple ignorance. Yet filmmakers must take the
yardstick of ignorance, or the political and social apathy
of the masses to measure and determine their art. Under
such a concept, the preference of the mass audience for
fictional genres is a direct challenge to the dictum of doc-
umentary as truth.

This challenge must not be misconstrued in negative
terms. Seen positively, it provides the basis for documen-
tary filmmakers to pursue their vocation. Seen negative-
ly, it may pose a fundamental challenge to the aesthetics
of the cinema, for herein lies the competition of the doc-
umentary film and the fictional film. The reality of an
economic competition must be acknowledged. But the
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market for documentaries is not a closed one. We cannot
even speak of protectionist tendencies of certain markets
since the demand cannot be satisfied. (The problem is
one of apathy and indifference. The market, in fact,
must be built up.) Moreover, the economics of making
documentaries is not prohibitive as it sometimes is with
fictional genres. Filmmakers can surmount the eco-
nomic competition, if such competition exists. Here,
Yamagata can — indeed it must — try to resolve the eco-
nomic and material girdles which inhibit Asian film-
makers. As to the aesthetic challenge: we must simply say
that documentaries do not hold a monopoly on truth
and fictional genres, a monopoly on dreams.

The best works in both formats often disguise whatever
demarcations are said to exist between the two. The art of
the cinema is one. But this art depends on the diversity of
the filmmaking approach. It is the diversity of the docu-
mentary and fictional filmmakers — we must not forget
the experimental filmmakers too — which pushes the
cinema ahead. The development of filmmaking technol-
ogy, the appearance of high-definition video, will lead to
greater diversity. If we are to avoid a crisis in aesthetics, a
holistic concept of cinema is vital. Such are the issues fac-
ing filmmakers everywhere in the world and it is a good
opportunity — particularly for Asian filmmakers — to
come to Yamagata to discuss the future.

The Yamagata International Documentary Film Festival
must seek to make the future more attractive to Asian
filmmakers. It must try to plant the seeds of possibilities
for cinema and the art of documentary filmmaking in
particular, so that the fruits of such possibilities may be
made available to filmmakers in the region.
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Shinsuke Ogawa, Moderator.

Director (apan)

Shinsuke Ogawa’s has been a leading name in the field of docu-
mentary filmmaking in Japan. Born in 1935, Ogawa first
entered the film industry to become an assistant director. He
found his niche in documentaries and made his first documen-
tary feature, Sea of Youth, in 1966. Since then, one of his peren-
nial themes has been the struggle of students and peasants in
their effort to hold back the onslaught of mighty forces. This
theme finds its exposition in films such as The Oppressed
Students (1967), and the films of his famed “Sanrizuka” series
which document the struggle of peasants against the construc-
tion of Tokyo’s international airport at Narita. Since the late
seventies, Ogawa has turned his attention to the notion of land,
rice culture and the identity of Japan itself in a new series of
films centered around Magino Village in Yamagata Prefecture.
His most recent films for the Magino series are the acclaimed A
Japanese Village — Furuyashiki (1982) and Magino Village — A
Tale (1986).
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Stephen Teo, Co-Moderator.

Filmmaker and critic (Malaysia)

Stephen Teo was born in Malaysia in the State of Sarawak,
Borneo, in 1954. He pursued higher education in the United
Kingdom and attended the London Film School in 1974. He
returned to Malaysia in 1975 and found work as a journalist and
film critic. Teo moved to Hongkong in 1982 where he is now
based and has continued to function as a freelance critic contri-
buting articles to Far Eastern Economic Review, Asiaweek and
other publications. Teo made his first feature film, Bejalai, in
1986. The film was shot in Sarawak and features the Iban tribe
speaking in their language. Prior to his first feature, Teo had
made a number of short films on Super 8 including My Filipina
(1985), a documentary about Filipino women working in
Hongkong as domestic servants. Teo has worked for the Hong-
kong International Film Festival since 1986 as the English
Editor of the Hongkong Retrospective Catalogue.

FA—FAS T OTOERIIRETD" The Asia Symposium



1960 T ITRB R AL HAD X —~ N 3= 7 WRDOEB D— NIZH,
RN IR RIS, FXaAv 8 ) —BE2 54 77—278LT
Wb, 1928FETNOTAERIZ N X2 2 02 ) —ME, FEEME 2 EM T
DA CEIRBRED & 1, NI, A BAMME, ®iE—. W
HEFL L OEBPERLTWw5) TEER. 1962FIC FX 2 £ 5 1) —HLHE
DEBL LTTFYa—, RREEKFEZER, HII7 ANV LHEHMRE LTS
. 19524 By % Z T2, COBRD T U AN B - DE IO F X
22 ) —MEICRE S KA TV 5, DR ZAHFD LI L7zDIE,
19714 [RKfR—BEIA L ZOWMR] 1T F 2RRKZ ) LT 72—HD/ES
Thb, BEDNX 2402 ) —MEDOARFEE LT, MIHEAZIEILDHETS
BARDOMEERICZRDOHEL 52 Twb,

Noriaki Tsuchimoto, Director (apan)
Belonging to the same generation of directors in the Japanese
New Wave who made their impact in the mid-sixties,
Tsuchimoto, like his contemporary, Shinsuke Ogawa, chose to
walk down solely on the documentary road. Tsuchimoto, born
in 1928, started earlier. He made his debut as a documentary
film director in 1962 but before that he was employed by
Iwanami Productions which was a company specialising in doc-
umentary productions. (The company proved to be a training
ground for future filmmakers like Ogawa, Susumu Hani,
Kazuo Kuroki, Yoichi Higashi and Sumiko Haneda.) In his
youth, enrolled at Waseda University, Tsuchimoto obtained a
reputation as a student radical and flirted with communist
ideas. He was expelled by Waseda in 1952. Tsuchimoto has
largely maintained his “radical” status in his documentaries,
achieving fame with a long series of films about the Minamata
(mercury-poisoning) disease, beginning with Minamata — The
Victims and Their World (1971). His excellent works have con-
siderably influenced Japanese filmmakers including Ogawa.
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Teddie Co, Writer, Film researcher,
Filmmaker (Philippines)

Born in 1958, Co’s work experience related to the cinema has
been vast and varied. One constant theme runs through his
work: the advancement and propagation of the Filipino
cinema. Co has researched extensively into the history of
Filipino cinema and has tried to make the world more aware of
the fine artistic tradition of veteran Filipino directors like the
late Gerardo de Leon. He is currently in charge of the restora-
tion of de Leon’s “lost masterpiece” — his classic adaptation of
Jose Rizal’s Noli Me Tangere which was made in the sixties. Co’s
interests has led him into filmmaking. He has coordinated film
workshops in which many young independent filmmakers
have participated and, together with Noel Lim, Co has made
Magkakahoy (The Woodcutter) for one such workshop. The
16 mm short film (10 mins.) was one of a programme of short
films made by “independents” presented in the 1988 Berlin
Film Festival’s International Forum of Young Cinema.
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Nick Deocampo, Filmmaker (Philippines)
Born in 1959, Deocampo is considered the leading theorist of
the Philippine independent movement of short film film-
makers. Himself a filmmaker who has won prestigious prizes in
international festivals like the Brussels Super 8 and Video Festi-
val, Deocampo put a fledgeling movement — which included
the outstanding work of then 17-year old Raymond Red —
further into the limelight with the publication of his book
Short Film: Emergence of a New Philippine Cinema (1985).
Deocampo’s reputation, however, rests on a trilogy of docu-
mentaries which he made on Super 8 between 1983—87, all
dealing with the theme of poverty and prostitution. The most
controversial of the trilogy is probably Oliver (1983), which is
about a female impersonator who supports his family by work-
ing in gay bars. Children of the Regime (1985) deals with the
problem of child prostitution and Revolutions Happen Like
Refrains in a Song (1987) is a personal account of the People’s
Power Revolution in 1986.
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Zarul Albakri, Producer-Director
(Malaysia)

A member of a new generation of filmmakers in Malaysia,
Zarul Albakri has sought to challenge established perceptions
within the Malay community in Malaysia and to find a niche
for young, non-conformist filmmakers to subsist within the
mainstream Malay cinema. The first film which Zarul pro-
duced, Death of a Patriot (1983, directed by Rahim Razali)
managed to touch on themes of the identity and destiny of a
community. His second film, the rock movie, The Journey of a
Street Musician (1986, directed by Nasir Jani) succeeded in ruffl-
ing the nerves of the Malay establishment overly concerned
about the morals and values of youth. His involvement with
the production of Bejalai (1987, directed by Stephen Teo) also
underscores his essentially rebellious nature: the film is an
unfashionable “docu-drama” about a tribal people in Sarawak
and using their own language. Zarul has turned director for his
latest film — the still uncompleted Mat Gelap — which may per-
haps be his most commercial project.
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Tian Zhuangzhuang, Director (China)

A key representative of the “Fifth Generation” filmmakers
which achieved international recognition in 1985, Tian was
born in 1952 in Beijing. Before he enrolled at the Beijing Film
Academy, he had worked at the Agriculture Film Studio be-
tween 1974—78. This experience could have shaped Tian’s artis-
tic outlook since his two most famous films — On the Hunting
Ground (1984) and The Horse Thief (1985) — are set in remote,
primarily rural, though largely barren, areas and concern the
themes of man’s struggle with nature and his conformity to
peasant traditions. Another experience must also have proved
formative — the “baptism of fire” as generated by the Cultural
Revolution in which all youths were required to undergo. Tian
— and the other “Fifth Generation” filmmakers — managed to
pick themselves up from the trauma and chaos which succeed-
ed in wiping out the dreams and aspirations of a whole genera-
tion — the “lost generation” — of Chinese youth. And today —
after the Tiananmen Incident — Tian remains at the crossroads,
perhaps looking straight at the abyss of yet another “lost gener-
ation” of youth.
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Chiao Hsiung-ping, Critic (Tiwan)

Chiao Hsiung-ping believes that any “new wave” movement in
cinema cannot be complete without the work of the critics. As
a new generation of Taiwanese filmmakers arose and gained
recognition — almost in tandem with the “Fifth Generation”
filmmakers in the Mainland — Chiao has been out there in the
frontlines of international film festivals and in domestic intel-
lectual and media circles, fighting the cause of a new Taiwan
cinema. The opposition has been formidable: there have been
as many detractors as there are supporters of the work of direc-
tors such as Hou Xiaoxian and Edward Yang. And Chiao, no
less, has managed to parry the rapiers of criticism — mainly
from the establishment within the film industry but also from
bureaucrats and officials — which are destructive enough to
stop the New Taiwan Cinema from takeoff. That the New
Taiwan Cinema has taken off is partly due to the efforts of crit-
ics like Chiao in their theoretical, historical and critical writ-
ings. Apart from her work as a critic, Chiao is also a lecturer at
the National Institute of the Arts.
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Manop Udomdej, Director (Thailand)

Before Manop became a film director, he worked first as an art-
teacher in a small non-government school between 1974—76.
In 1976, he joined the Catholic Mass Media Organisation of
Thailand to work in its Radio and Television Program Depart-
ment. All along, Manop was training himself in film techniques
and theory. In 1978, Manop became a staff member of the
Catholic Council of Thailand for Development (CCTD). It
was for the CCTD that he made his first film, Or the Fringe of
Society (1982), which has over the years acquired a reputation as
an “underground” movie. His church links plus his early activi-
ties as a student radical in Bangkok have imparted a sense of
mission in Manop the filmmaker: the title of Or the Fringe of
Society makes the movie self-explanatory; his second film, The
Accusation (1985) dealt with the theme of feminism and con-
solidated his professional status. His most recent film is Once is
More Than Enongh (1987) which captured four awards in the
annual Thai Golden Trophies for Cinema Awards.
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Hong Ki-Seong, Scriptwriter (Korea)

Hong Ki-Seong was born on September 25, 1957 in Weon-ju,
Kang Weon-do, Korea. He graduated from the faculty of tech-
nology, with a degree in atomic technology, Seoul University.
While he was an undergraduate, he founded the Yalashon film
club with other members and was involved in making Super
8 mm films, such as The Exit. After graduation, he joined the
film clubs, “Seoul Film Group”, and “Seoul A-V Group”, where
he made films (Super 8 mm and 16 mm) dealing with social
problems in Korea at present. In 1988 he established a film pro-
duction company “Chang San-Kodmae”. He participated in
the production of May ’80 — Dreamy Land as a scriptwriter,
which dealt with the Kwangju Incident in May, 1980.
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Kong Su-Chang, Director (Korea)

Kong Su-Chang was born on September 20, 1961 in Seoul,
Korea. Originally, he intended to become a novelist but he
became fascinated in filmmaking. He became involved in the
production company, Chang San-Kodmae. In his first directo-
rial effort, May 80 — Dreamy Land he collaborated with Hong
Ki-Seong in the script. He describes May *80 — Dreamy Land as
a production of limited means, in terms of finances, equipment
and cinema philosophy. However, because it dealt with the
Kwangju Incident, he thinks he had made a work of signifi-
cance. Kong wishes to depict people’s lives in Korea in his
future films.
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Sachiko Kosaka
Akihiro Kudo
Mami Kudo
Koichi Kusakari
Shoko Masuya
Shuichi Masuya
Kiyomi Matsuda
Shin’ichi Matsuda
Keiko Matsui
Chiezo Miura
Hiromi Miura
Midori Miura
Hiraku Miyazawa
Sanae Mizumoto
Shigeya Mori
Hitomi Motoishi
Tamio Murata
Masaaki Murayama
Takashi Murayama
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Tamiko Numazawa
Tadashi Ota
Hisao Saito
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Kazuaki Sakai
Yoko Sakai
Jun’ichi Satake

Eiga Shimbun
French Embassy
in Japan
GOSKINO
Hong Kong Int.
Film Festival
Image Forum
Intermedia
International Documentary
Association
Japan Sea Corporation
Japan Society, New York
Kino international Co.
The Museum of
Modern Art, New York
National Film Board
of Canada
National Filmcenter
Ogawa Productions
Sovexport Film
Soviet Filmmakers Union
Swiss Film Center
Telefilm Canada
Pandola Co., Ltd.
Cable Hogue Co., Ltd.
Yamagata Film Center
Planet Film Library
Taf Business Co.
Asahi Breweries Ltd.
Suntory Limited
Kirin Brewery Co., Ltd.
Nanokamachi
Saikaihatsu BId. Co.
Palette
Yamazawa Co., Ltd.
Kyoritsusha Co-op.
Sogetsu-kai Yamagata
Branch
Denkodo Co., Ltd.
Yamagata Central
Public Hall
Forum
Cinema Plaza
Cine Art
Scala-za
Nippon Cine Arts Co., Ltd.
Tetra Co., Ltd. )
Studio Pink Flash Ltd.
Taiyo Printing Co., Ltd.
Nishiya Bummeido
Printing Ltd.
Toei Chemical Industry
Co., Ltd.

ERES Kenkichi Satake
1B F Etsuko Sato
LT Makiko Sato
LR Rika Sato
EBRE— Shuichi Sato

1 1B Yasushi Sato
EERIL Yoshihiro Sato
rERE Yuka Sato
BEIERE Masaharu Seino
BEET Shinko Seino

e [ Takashi Sendo
EsalizES Akie Shibata
SeHE— Yoshikazu Shibata
EEEFIERA Masaaki Shikano
SF—Z Kazuhiko Shimazu
BHIEL Michiyo Sugai
BEHEX Sadao Sugai
BRE— Shoichi Sugawara
FAET Kohei Suzuki

A Takashi Suzuki
SR Toshiyuki Suzuki
FHARHE Yumi Suzuki

B R lzumi Takahashi
SiBIEsL Nobuhiro Takahashi
Stget Takuya Takahashi
=t Yoshikazu Takahashi
TTEHEZ Kanji Takeda
=25 Hiroko Togashi
REMIR Kazuyoshi Tokairin
ALLEE Katsuhiko Urayama
DT HE Chizu Watanabe
ROBEF Etsuko Yaguchi
R — Koichi Yokoo

P )= Keiji Yokoyama
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EER B R B Chairman Satoshi Tanaka
BIEER £ B B — Vice-Chairman Shoichi Sato
R H F BN Shoetsu lino
B oIE s i Ikuo Okazaki
T B B X Seikoh Sato
% K B F Yuko Suzuki
= B E 3 Shoji Takahashi
& #® ' 3 Nobuhiro Takahashi
B e -8 Kazumi Tanaka
R E B = Yuji Nagasawa
mE = v Miya Nishizuka
= Sachiko Miyasaka
o E B Sadao Fuse
#w W R N Ryosuke Yokoyama
B % N BB Rokuro Kano
IWERFIA Y —REEZRINISEDE The Network Overseeing the Success of the
Festival
RyKNDT—5 B B =t Takuya Takahashi
HE - & BB B K B IE Yoshimasa Kaito
BREEEBEEI ST g R E — Shoichi Sugawara
KR - MBS D 1)UL BE 2 —E Kazuhiko Shimazu
SO OPERE R L - Kenkichi Satake
¥/ = % R L Yoshihiro Sato
Joyzobhab N HF & # Hiroo Kawai
JC-des = B B 3A Nobuhiro Takahashi
YHK (LR EREMESR) BB OB — Keiichi Abe
EHEVER—LA B B IE B Masaaki Shikano
P LRRT A WLEII—T n # m Isao Kawai
B AR e B B 8 Takeji Sato
OMEREER FESTIVAL STAFF
\IFEEBERE R OB X Festival Director Koichiro Ito
EEERE = M| Deputy Director Hiroshi Tomita
EhE Y E KB E B Festival Manager Masaki Tomitsuka
wir H s B Assistants Tetsu Tanaka
2 B M 7 Junko Kuwajima
RREBER X B M =z Festival Coordinator Kazuyuki Yano
AL E B =¥ Program Coordinators  Mikiko Tomita
® m X Hirofumi Hayashi
LY £ B IE #% Public Relations Shoetsu Sato
EEEY R R E B Art Director Shigeaki Ito
VVIRID LIBY AF4=IY « TH Symposium Coordinator
and English Editor Stephen Teo
EEEY ¥ B £ 2 Administration Takayuki Tsukada
43 B L B B Assistants Kuniaki Mizogami
"B ® ZF F Takako Takahashi
W R X &% Fumie Yamane
F B BEF Mariko Toda
I 0 & — Ken’ichi Eguchi
@71V LFREBR BB Subtitles of Films
SHEMNF IFANI Sachiko Imai Edith Koopman
BT LIS-r—=—wk Kazuko Odashiro Regula Koénig
By =R R & Mifuyu Seki Susumu Nagayo
HBHEA Hh B Taketo Tanaka Yo Tanaka
B 8 AT yIsy Satoru Suzuki Manuel A. Zablan
EHIEF ERIv X Junko Shiota Jeanne Nara
FEAFT KiRtEF Toshie Awaya Etsuko Yonezawa
chERF|F HEEC Toshiko Nakano Naomi Furuya
\UABKE NYZR I =I9478 Takuma Yamaguchi Hans Gronkvist
DEVAIEY ) John Joseph
@HI{ERAN Production Companies
HASHBAAS Cinematrix Co., Ltd.
#ASHIUvo Flick, Inc.
BRI ARERFIESER Ito Shigeaki Planning Office Ltd.
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