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On behalf of the film festival, I would like to thank
everyone for their support and cooperation in making the
second Festival possible.

We were pleasantly surprised to have received so many
favorable comments from all those who participated in and
attended the first Yamagata International Documentary Film
Festival, which took place in 1989, and was the most
important part of the celebrations for the 100th anniversary of
Yamagata City.

In this changing world, the Yamagata International Film
Festival is but one of many projects Yamagata City is
currently engaged in in its promotion of cultural exchange
and international cooperation using its network of
international and cross-cultural friends.

I hope that through these films and the exchanges that
will take place, all the participants will gain a deeper mutual
understanding of the world and its various peoples. I hope
that the mutual friendship of these people, all from different
countries, will deepen as a result, and that the Festival will
contribute to the peace of the world.

I would like to welcome all participants, and invite them
to come with us for this one week of "Meeting the Truth," and
I hope that this year's Yamagata International Documentary
Film Festival will be an enjoyable and memorable experience

LA 4ikE 7t

Tadao Kanazawa
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Mayor, Yamagata City

President, YIDFF'91 Organizing
Committee
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There is a Japanese proverb, "Hyotan kara koma," which
if literally translated means "A horse from a gourd."

The proverb is used to express the idea that unexpected
things could happen. At the Opening Ceremony of the last
Festival, I used this word to express my happiness for being
able to hold the Festival in Yamagata City. A large horse
appears from a small gourd. What I meant is that the Festival
was a much bigger success than any of us expected. This is
the second Festival. It is often said that the second time is
always harder and often bitter. I know that we must work our
very best to make it a success.

There's another Japanese proverb: "Yanagi no shitani
dojo wa nibi inai." It is used to express to English proverb,
"There are no birds of this year in last year's nests." However,
I hope that we can make the birds come back to last years'

I

Satoshi Tanaka
IWEEE RFa A8 —
MERETRER

Chair, YIDFF '91 Organizing
Committee
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By Kazuyuki Yano, Festival Coordinator
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Thanks to the love for cinema felt by the foreign guests,
spectators from all parts of Japan, and the Yamagata citizens,
the Yamagata International Documentary Film Festival '89
represented a delightful and unique event: the first
documentary film festival in Asia.

We received over 200 feature-length films from around
the world, from which 15 films were officially selected for the
competition category. The fact that we received so many
works for the first festival suggests that we need a place to
show documentaries. The person we owe our thanks to for
helping us in this matter is Japan's representative
documentary filmmaker Shinsuke Ogawa, who has been
making excellent films in Yamagata for as long as 18 years.
Out of such a large number of films, choosing only 15 films
was not an easy task for the preliminary selection committee
(which consisted of cinema experts, members of the festival
staff, and volunteer citizens of Yamagata City).

We have named the Grand Prize for the competition the
Robert and Frances Flaherty Prize. We intend the prize to be
awarded to the documentary work that is deemed the closest
in carrying on the spirit of Robert Flaherty. At the last
Festival, we had as our guest, Robert's daughter Monica, who
introduced a special screening of Robert's works. We also
screened a work, A Tale of the Wind, by another filmmaker
who was a pioneer filmmaker of the 20th century, Joris Ivens.
We were fortunate to have his wife and co-director, Marceline
Loridan, come to Japan with the film. Many early Japanese
documentary films were also shown, and young directors
from Asia were invited to a symposium along with their films.

The primary reason for holding the symposium was that
the Yamagata Festival was meant to stimulate young
filmmakers from Asia; the urgency of this theme was
underscored by the fact that not one of the films received
from Asia was shown as part of the competition category. It
is not because films were not received from Asia. What was
required was not a mere introduction to a country's culture or
a TV documentary, but rather a visual representation of a
filmmaker's view. It was difficult for Asia to provide that. In
order to examine this situation, young filmmakers from Asia
with sharp minds were invited to the symposium.

Last year's Festival became an event which clearly
symbolized the year 1989. In June 1989, the Tian'anmen
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Square incident occurred and we could not invite any
filmmakers from China for the Asia Symposium. At the
symposium, severe situations were reported, and it became
clear that there are many countries in Asia which do not allow
the production of anything but fictional work. The fall of the
Berlin Wall and the democratization of Eastern Europe all
happened immediately after the Festival was over. We felt
some of the changes coming after watching the works from
Poland and Latvia, but the most successful in showing the
symptoms of change was the work Pictures of the Old World,
banned for 17 years in its native Czechoslovakia. It is perhaps
illustrative of the year 1989 that it was the film from Latvia
which was awarded the grand prize. By screening
documentary films which start from reality, both the Festival
and its films were in the tide of the era.

Moving on from 1989 to 1991, we are again in a time of
turbulent change: the Persian Gulf War, the changes in the
Soviet Union... For this year's Festival, we received 260 films
for the competition division and in the 15 that have been
selected from among those, a freedom of expression and
variety can be seen that surpasses that seen in the last Festival.
This year's special events include a comparison and screening
of Japanese and American films made during the WWII, and
a presentation of post-war Japanese documentary films.
Through these special events and the films presented therein,
it is perhaps possible to reconsider the present circumstances
of the world and filmmaking communities.

At the last Festival, the participants of the Asia
Symposium issued a declaration which ended, "We declare
here that the SPIRIT of independent Asian documentary
filmmakers is alive! And it will one day soar with the wind!"
Since then, the number of filmmakers who have started to
engage in the production of documentaries has risen. One of
this year's special events, the Asia Program, will present films
from these movements.

A festival is no more than an opportunity, an opportunity
for encounters between people and works of art. Each
encounter creates a new relationship of its own. Continuing
in the spirit of the last Festival, we hope to offer an event full
of potential so that such encounters will be many and fruitful.

‘89, & L T9IN
89, Then 1991
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The International Jurors of the Yamagata
International Documentary Film Festival
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In the Yamagata International documentary Film Festival Competition Section, we will
be showing 15 films selected from among all those that were entered from around the world.
Here, we hope to expand the frontiers of film-viewing by doing away with distinctions
between "documentary films" and "feature films." This year's jurors, including among them
feature film directors, hail from various regions and are filmmakers noted for their activities.
In the following essays, each juror explains what he or she is looking for in a documentary
film.

HHEEE
Jurors
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Jean Douchet, President of the Jury (France)
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The camera is an eye, the camera is a gaze.

Complementarity and duality. Complementary
through duality.

Thus, I love Lumiere and his descendants. I despise
the "cinéma vérit€" and I love reality too much, and the
filmmakers of reality—Renoir and Mizoguchi (who for
me are the two gods)—to accept the simplistic
reduction of the cinema of reality.

First place though, to the camera, to the eye and to
the ear (the eye listens, the sound enables vision). But
what is view without the point of view? The choice of
the camera's position—the Lumiere movies demonstrate
this—only enables us to sharpen the quality, the
faithfulness and the richness of the recording.

For instance: a surveillance camera, in an airport
for example. Even in this case, its location has been
predetermined and its gaze is from the beginning
police-like. But its information (from the electronic
images to the reduced area covered) is strictly
rudimentary. The reality recorded is of an extreme
banality. It is difficult to envision calling this half-hour
recording a documentary. But if this material is exposed
to a gaze, its status changes brutally. This has been
observed in experimental films such as La Région
centrale by Michael Snow and Sleep or Empire by
Andy Warhol. Nothing stops us from imagining a
filmmaker who would put together the tapes of an entire
day of surveillance cameras of a department store and
make it be a tell-tale example of this permanent system
of denunciation.

Let us look now at the case of one of the founding
fathers of the documentary film, Robert Flaherty. There
is nothing broader than his vision. He brings to his films
a "generous eye" since we strive for the old Anglo-
Saxon myth of paradise lost, the Paradise Lost of

Jean Douchet (France) Film Critic / Filmmaker

Born in Alas, nothern France in 1929, Douchet graduated from the University of Paris
Philosophy Department. He began writing for magazines as a film critic during his college
years. For a while, he went back home to carry on the family business, but returned to Paris
in 1957. He started his professional career as a critic along with Godard, Truffaut, and
Riviette for Cahiers du Cinema. With his work, Hitchcock ('63~'67), he won his immovable
position as a critic. Some of his works are Minnelli, Mizoguchi, L'Art d'Aimer, Paris
Cinema. He is now working on Godard. In 1962 he began his career as a filmmaker with Le
Manequin of Belleville. In 1964, he made Saint-Germain des Pres, which was part of the
omnibus film Paris vu par..., along with Chabrol, Godard, and Rohmer. He is active in many
fields, such as experimental films, documentaries, and television programs. He teaches at the
8th, 7th, and 10th Paris Universities, FEMIS (the old IDHEC), and also teaches history of
cinema at the Cinematheque Frangaise. In France today, he has won a reputation for his
determined methods and philosophy.
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Milton. No, paradise is not lost, says Flaherty naively
and vehemently. The proof of it: I show it! He is where
man still struggles in an epic manner, brotherly and
harmonious with Nature and the Universe in order to
ensure his own right to existence.

To impose his vision, Flaherty forces himself to
position the camera as close as possible to reality, a
reality that is from the start dramatic since it opposes
the vastness of Nature to the paltriness of Man. The
struggle will be one of energy versus energy, without a
winner nor a loser. One sees the omissions, sometimes
even the intervention of the filmmaker who goes so far
as to direct the actor. However, the result remains. This
view can be discussed, criticized, even rejected.
Nevertheless, the documents recorded by Flaherty's
camera retain a richness, a profusion of senses they
would never have had without this initial vision. I
believe that the great documentary is one that continues
to bestow life and reality upon things and beings once
the camera has finished recording, but it is the initial
vision alone that instills life.

I remember watching a screening in Munich. It was
in 1985 or '86. The last 15 editions of the weekly Nazi
news programs from December 1944 to March 1945
were being shown to an audience of young people.
Because of or despite the Nazi programs, the truth
about Germany's situation at the time, the evidence of
the catastrophe became clearer from one edition to the
next. As the lights went on again, I saw these young
people who were born 20 years after these events leave
in silence, stricken. They suddenly felt the weight of the
reality of defeat on their shoulders.

One last example. Wiseman embodies for me the
best in the documentary film at this point in time. Even
though the decision, this drawing away from the witness
camera, sometimes affects the recording of reality. But
Wiseman never really falls into "cinéma vérité." He
follows what seems to me to be the fundamental law of
reporting: for a camera to be positioned well, one first
has to know how to move it. Nothing is better for this
than an institution: a hospital, police station, courtroom,
etc. By focussing the eye-ear of the camera as close as
possible to the viewpoint of the institution, the
authority, the established order, but in a slightly off-
center fashion, slightly indirectly, Wiseman is free to
film the devious: all these beings who position
themselves in front of the camera, and who try to play
again their role without succeeding, and then try to
obtain yet another part. In their confusion, their disarray,
life comes through, reality breaks.

That is why, in my function as a jury member, I will
constantly ask myself this simple two-fold question:
where did the filmmaker position himself and how far
did he move about, get out of place? I give this
movement of getting out of place all the extreme
connotations it has in French, of anti-conformity,
impertinence and impropriety. This is to say that my
gaze will be eminently political.
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Let us return to 1968. That year, the Polish
government issued a policy to purge and expel all Jews,
and I was just finishing my studies at the Lodz Film
School. Until that time, all the teachers had been saying,
"Documentary films show the world, and so are very
important, the most important work." But in 1968 all the
Jewish teachers were expelled, and a group of teachers
who taught the exact opposite took over the school.
When this happened, I thought to myself, "Within the
Communist world, journalists, filmmakers, even
scientists don't show the real world," and I made plans
to show the world as it really is, warts and all, and so I
began to tackle the production of documentary films.

But I met with disappointment after disappointment.
If you decide to make documentary films, the
government oppresses you and limits your ability to
move freely and say and express what you want to. So I
eventually decided to surrender completely to the so-
called authorities and as a result, I quit the documentary
film scene. With the feature film, I directly approach
people and their lives. In particular, I am interested in
finding people's (individual as well as group) tragic
conditions and thoughts, their desperateness, and
capturing it on film. With this kind of thorough
approach to people's lives on a personal, individual
basis, I thought that the only appropriate medium would
be that of the feature film.

(Compiled from a discussion, in German, with Keislowski, and a telephone

interview by Satoru Suzuki.)

Krzystof Kieslowski (Poland) Director

Krzystof Kieslowski was born in Warsaw in 1941. In 1969, Kieslowski graduated from the
Lodz Film School. While studying, he produced Photograph, a documentary for television,
which marked his debut as a documentary film director. Since 1970, he has devoted himself
to making documentary films. Following that, in 1973, he began making short and semi-
feature length films for television. In 1975, he produced his first feature film, Le Personne,
which won the Grand Prize at Mannheim Film Festival. He won the National Television
Award last year, which made his reputation a lasting one. Since then, he has been releasing
both feature-length films and documentaries at a constant pace. He has a keen sense of
analysis, and does not fail to produce a complete picture of his idea. This has won him
international attention. Some of his feature film works are Amator/Camera Buff ('79), A
Short Film About Killing ('87), and A Short Film About Love ('88). Some of his
documentaries include First Love ('74), Personnel ('15), and Hospital ('76). His Double Life
of Veronica was shown at the Cannes Film Festival as a special invitation film.
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Let me start by asking myself: What do I expect
from a film? Through the way it is made, the way it
relates to its subject, as well as through the viewers'
receptions, I expect that it solicits my critical abilities
and sharpens my awareness of how ideological
patriarchy and hegemony work.

There is more and more need to make a film
politically (as differentiated from making political
films). We are moving here from the making of a genre
of film to the making of a wide range of genres of film
in which the making itself is political. Since women
have for decades worked hard at widening the definition
of "political," since there is no subject that is
"apolitical” or too narrow, but only narrow, apolitical
representations of subjects, a film does not necessarily
need to attack governmental institutions and
personalities to be "political." This means working at
shaking any system of values, starting with the system
of cinematic values on which its politics is entirely
dependent.

I am interested in making films that further engage
filmmaking, and contribute to the body of existing
works that inspire and generate other works. In this
process of mutual learning, of constant modification in
consciousness, the relation between filmmaker, filmed
subject, and film viewer becomes so tightly
interdependent that the reading of the film can never be
reduced to the filmmaker's intentions. "Raising
consciousness" in this context does not consist of telling
people what they don't know, but of awakening their
reflective and critical ability.

In a completely catalogued world, cinema is often
reified into a corpus of traditions. On the one hand,
truth is produced, induced, and extended according to

Trinh T. Minh-ha (Vietnam/USA) Film Maker/ Writer/ Composer

Trinh T. Minh-ha was born in Vietnam in 1953, and migrated to the United States in 1970.
She has won high respect not only as a film maker but also as a writer and composer. She
started her career in filmmaking with Reassemblage('82), which is a documentary portraying
sex as one of the dimensions of human existence from the point of view of a Senegalese
person. Later, she made Naked Spaces: Living is Round ('85) which also portrays an African.
In 1989 she made Surname Viet, Given Name Nam which is strikingly keen both in content
and method. Among her published works are Un Art sans (Euvre (‘'81) in which she gives
her theories on contemporary art, and Woman, Native, Other ('81) which is about post-
colonialism and feminism, to name a few. She continues to work on a wide range of themes.
She also gives lectures on Cinematography, Feminism and Art around the world. She is
presently an associate Professor at University of California, Berkeley. She has just
completed Shoot for the Contents, which portrays the culture, politics and society of present-
day Chinese people.
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the regime in power. On the other, truth lies in between
all regimes of truth. To question the image of a
historicist account of documentary as a continuous
unfolding does not necessarily mean championing
discontinuity; and to resist meaning does not
necessarily lead to its mere denial. Truth, even when
"caught on the run," does not yield itself either in names
or in filmic frames; and meaning should be prevented
from coming to closure at either what is said or what is
shown.

Reality is more fabulous, more maddening, more
strangely manipulative than fiction. To understand this
is to recognize the naiveté of a development of
cinematic technology that promotes increasingly
unmediated access to reality. It is to see through the
poverty of what Benjamin deplored as "a truth
expressed as was thought" and to understand why
progressive fiction films are attracted by and constantly
pay tribute to documentary techniques.
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Eduardo Coutinho (Brazil)
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As a spectator and director, my interest goes to the
documentary point of view, as Jean Vigo expressed it
long ago in the thirties. To be more specific, my interest
goes to concrete and particular things, and rejects the
films whose conception is based on general ideas. I am
interested in what is personal and untransferable, both in
the documentary character and in the person who
expresses himself through film.

The privileging of "objective and balanced
information," a plague spreading itself over cinema
from the deleterious influence of television, is the worst
enemy of documentary's creative resources.
Documentary must be against neutral didacticism,
against the naturalistic "truth" of TV reports. It has to
incorporate every ambiguity and contradiction of reality.
Against the dogma, the unpredictable.

One of the most interesting and most despised
aspects of documentary is the possibility of confronting
the "reality” shot with the shooting of "reality." The
triangular relationship, rich in conflict and tension,
between the camera, the speaking character, and the
interrogating director, is a source of new concepts about
the meaning of "truth" in documentary.

I am also interested in how fiction can be
incorporated into documentary—under the condition it
escapes from the common-place of TV "docudramas."
Finally, I am interested in everything aimed at breaking
up traditional narrative forms. This is the only
possibility of taking documentary out of the ghetto in
which it is confined nowadays. Obviously, besides
these preferences, I am also open to other kinds of
documentary, also because it is essential to be open
when one has the almost impossible task to judge
others' films. The juror has a power, and he must be

Eduardo Coutinho (Brazil) Director

Eduardo Coutinho was born in Sdo Paulo in 1933, and studied filmmaking at Seminar on
Cinematography at the Sdo Paulo Museum of Art and the IDHEC, Paris. He has been
actively involved in many fields: planning, producing, script-writing, and production. He is
presently the most noteworthy film director in Brazil. He has a magnificent touch of
thoroughly understanding the theme, grasping the core, and producing images from that
understanding. His technique and touch has won him high respect. Some of his works are
Globo Reporter, a television series ('73-'83), and the films Twenty Years Later ('84) and
Santa Marta, Two weeks in the Slum ('87). He is presently working on a new film, A Thread
of Memory.
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awar'e of this. As for myself, I cannot complain about
the judgements to which I have been submitted in
various festivals—except for the fact that selection and
awarding standards are too generic and hardly visible.

. By pub}ishing jurors' texts, the Yamagata Festival
w111. c.ontnbute to give more transparancy to juror's
decisions, revealing their own preferences and
tendencies. In any case, it is impossible to eliminate the
parcel of subjectivity and contingency of the jury's
decisions. At least, I hope, as a juror, to be guided by
my goodwill and my disposition to "see" and
"hear"—both the films and other juror's opinions. By
the way, "seeing" and "hearing" is perhaps the best
definition for a good documentary-maker.

In a festival like this it adds to these difficulties the
fact that images from Asia, Africa, and Latin America,
or the Third World in general, have been secularly
dismissed. What media shows in the developed West is
a caricature of these continents and their folks' reality.
Between paternalism and discrimination, the First
World's cameras and documentarists usually disinform
and deform, in spite of occasional good intentions.
Ethnocentrism—which, against common belief can also
be leftist—remains the origin of most of these
deformations.

I must add that, at least in Latin America's case, TV
networks practically monopolize the images of reality
offered to audiences. And they accomplish this work in
a dishonest, anti-democratic manner, treating folk as an
object of folklore. What cannot be classified as (by the
way, distorted) "information" is considered unuseful
poetry, athropological presumption, or elitist divagation.

I do not believe things are much better in the so-
called First World. That is why I think that, between
one's ethnocentrism and others' ideological domination,
Yamagata Festival's fundamental role should be to
acknowledge films which recover the invisible from
under the visible, the amazing from under the obvious,
the concrete against the homogeneity which threatens us
from all sides. .

Only in this way will documentary, as film in
general, be able to be a form of knowledge that
transcends cultural differences, and serves each and
everyone. This is an unprobable utopia, but the only
one that remains.
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Humans did not invent movies. They invenFed
movie-making, a technique to free them for the first
time from telling stories by words. Images and sqund
replaced words, communication betwee_n us ha}s since
enhanced, misinterpretation lessened. Filmmaking as a
tool to make films is like a hammer as a tool to build
houses. This tool is shared by all humans to improve
their mutual understanding, just as hammers are used by
all humans to create a better living space for all people
alike. If humans are created by God, they are created to
be equal. I am created human first before I am created
Chinese.

The term "Third World" was not created by God; it
was created by humans to distinguish a difference, and
thus a misunderstanding. This difference forges a false
impression between being superior and inferior. My
films are often welcomed as a work from the "Third
World." They are singled out because of my difference
in identity or nationality or cultural background, or any
reason other than my work's content, thoughts,
emotions, and perceptions. Just as often, my films are
critiqued with a reference to the Western filmmakers in
the past as if in an attempt to trace my works' Western
influence.

Filmmaking is primarily a language and a tool
monopolized by Western culture. No culture in the
world can boast its full understanding of humanity, just
as no one human individual can boast about a total
understanding of life and the universe. It remains the
ultimate quest for the human race since Day One. The
significance of humankind's invention of filmmaking is
exactly this very purpose: having a tool to allow a
more direct way to share views and experiences
amongst all humans.

Edward Yang (Taiwan) Director

Edward Yang was born in Shanghai in 1947, and moved to Taipei, Taiwan, in 1949. In 1969,
he graduated from the National Chiao-tung University with a degree in Electrical
Engineering. He then moved to the United States and recieved a master's degree in
Computer Science from the University of Florida. He then entered USC in 1974 to study
cinematography, but dropped out after one semester. He then worked at the University of
Washington for 7 years as a computer designer. In 1981 he returned to Taiwan to make his
debut as a television drama director. The following year, he made the second episode, "In
O_ur Time" in the omnibus film, Expectations, which later became the heart of the new wave
film movement. He has released three feature-length works: That Day on the Beach ('83),
Taipei Story ('85), and The Terroriser ('86), which have won numerous international awards
and festival prizes. His works are characteristically reputed to have a very personal
originality with a piercingly accurate technique. Along with Hou Hsiao-hsien, he is known
around the world as representative of Taiwanese directors. His latest work, A Brighter
Summer Day ('91) is scheduled to be released in Japan.
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This is why international film festivals are such
wonderful occasions. Let us all praise the way how
humans have since mastered the skills of telling our
abstract thoughts and insights with images and sounds,
our shared senses, not the exoticism and mysticism so
often misread to encourage differentiation. For our
differences, whether hailed or despised, will always be
the origin and excuse for racism. Filmmaking provides
us all a tool to share, not to differentiate.

Documentary filmmaking is a demanding skill to
utilize this very tool. At the same time, I do not
categorize. I like things to be direct and simple. A film
coming straight from a filmmaker's heart is enough for
me to admire. The border line for a fictional feature and
a non-fiction documentary, to me, is very vague. My
experiences with filmmaking tell me that sincerity
overcomes technical difficulties in most cases. If I were
a jury member to judge documentary films, I would
conduct myself accordingly. Since the democratic
system is still the best humankind has invented,
personal feelings must be respected, and we should
ensure the charms of such a process.
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Azuma Morisaki (Japan)
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I have had the experience of having my sense of
values overturned twice in the past. The first time was
on August 15, 1945, the day Japan surrendered to the
United States. My older brother, who was much more
distinguished than I was, was a student at the Naval
Officer's Academy. He committed suicide by seppuku,
an image that is engraved in my mind. The other was
Kruschev's speech denouncing Stalin. Belief in Japan
and socialism were things that I had come to think of as
inviolable, absolute, and suddenly they were gone. I was
shocked, stunned speechless, my mind a blank. These
two events, which made a permanent impression on me,
are the reasons I became involved in filmmaking. I
think there is no absolute ideology (even as I say this, I
find that I still am unable to completely throw away my
sympathies towards socialism, and as a result, watching
the current events makes me feel like I am watching a
replay of previous events, and am concerned about this
latest transformation of socialism). The only lasting
thing is human desire. I show all of those desires in my
films, and I want to keep doing that. In my current
project, I am using a woman from Thailand as the main
character. I hope that once more I will be able to project
an image of human desire.

I think that the common need for both feature films
and documentary films is imagination. It is perhaps
more important to say this about documentary films
than feature films. I am a feature filmmaker, but I think
that there is no division between "feature film" or
"documentary film." Movies exist together as parts of a
united genre. That is the reason why I have decided to
participate as a juror for this year's competition.

I want to be able to see the films of my fellow
filmmakers, and be allowed to share in their
imaginations.

(Compiled from an interview with Morisaki.)

Azuma Morisaki (Japan) Director

Azuma Morisaki was born in Shimabara City, Nagasaki, in 1927. He studied at the Fifth
High School (present-day Kumamoto University) for one year, and then transfered to Kyoto
University. He changed his major from Humanities to Law and participated in the activities
of the Japanese Communist Party and in the editing of the school newspaper. After
graduating from Kyoto University in 1954, he began work as an editor of a film magazine,
and joined Shochiku Kyoto Studio in 1956. Later, when Shochiku Kyoto closed, he moved
to Ofuna to work as a scriptwriter and as an assistant director for Yoshitaro Nomura and Yoji
Yamada. He made his debut as a director in 1969 with Kigeki, Onna wa Dokyo. At the end
of 1975, he started his career as a freelance director. With a unique sense of humanity,
imagery, value, he makes energetic comedies in a broad sense. Some of his works are

Kigeki, Onna wa Otoko no Furusato yo('71), Kuroki Taro no Ai to Bouken ('77), Jidaiya no
Nyobo ('83), The Nulear Gipsies('85), and Hei no Naka no Korinai Memmen ('87).
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Director: Barbara Kopple

Producers: Barbara Kopple, Arthur Cohn

Photography: Peter Gilbert et al

Editors: Cathy Caplan et al

Music: Michael Small

Production Company/Source: Cabin Creek Center, S8East

11th Street, New York, N.Y. 10003, U.S.A.

Tel: 212-533-7157

16mm Color 100min. English

USA 1990 [BEB - N—NTF - a2y TN Fu74—)]
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Barbara Kopple has produced and directed Harlan Country, USA which won an Academy Award

for Best Feature Documentary. Other works are Winter Soldier which won the Cannes Film
Festival Critic's Choice Award, No Nukes, co-directed with Haskell Wexler, and Hurricane Irene,

a high-definition video tape of an international peace festival shot in Japan.
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American documentary filmmakers are currently
producing many films uncovering the continuing impact of
the Reagan era on the majority of Americans who are not
wealthy. None of these documentaries achieve the
sweeping scale of Barbara Kopple's American Dream.
Although it confines its scope to a small town strike at a
Minnesota meat packing plant, the implications run deep.
In the conflict between Hormel Company managers and
workers, Kopple has found a microcosm of America.
Reagan's legislative attack on labor left unions reeling.
Finding the national union less then helpful, the local took
matters into its own hands. As the conflict grew, the
nation (and the media) turned its attention towards this
little town, expecting to find a barometer for labor's future
in a climate favoring big business. Finally, as scabs
crossed the picket lines the situation erupted into violent
confrontation, turning friends and family members against
each other. The American dream of the title has nothing to

do with Reagan's "morning in America" rhetoric; it's about
the sober reality of the dream's unattainability in the wake
of Reaganomics.

Markus Nornes
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Director's Statement

American Dream takes place during the mid-
1980s, in the small city of Austin, Minnesota. Austin
was a "company town" where the Hormel employees,
like most Americans, believed that their labor would
be rewarded with a middle-class standard of living, as
it had been for almost 70 years. When the Hormel
Company suddenly imposes a substantial wage
reduction on the 1,500 men and women who work at
its meatpacking plant, the Austin workers are
awakened from their American dream. They watch
as their once-paternalistic employer begins to
practice the harsh corporate labor policies which
were common in the Reagan era. But American
Dream is much more than the story of a labor-
management dispute. What emerges is an intimate
portrait of leadership in crisis, an exploration of
corporate tactics against labor, as well as a
provocative study of the new choices Americans must
make to ensure their economic survival.
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Canticle of the Stones
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Director: Michel Khleifi

Assistant Directors: Georges Khleifi, Ziad Fahoum
Photography: Raymond Fromont

Editor: Moufida Tlatli

Music: Jean-Marie Senia

Sound: Ricardo Castro

Production Company/Source: Sourat Films, Centre de
L'Audio Visuel A Bruxelles a.s.b.l., Rue Joseph II 18, 1040
Bruxelles, Belgium

Tel: 02-218 40 80

35mm Color 105 min. Arabic

Belgium 1990
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Michel Khleifi is a Palestinian who was born in Nazareth, in 1950. He stayed there until 1970.
He graduated L'INSAS, Bruxelles, Department of Theater, Radio, and Television. Later, Khleifi
made the feature length dc y film La M ire Fertile ('80), Maloul Féte sa Destruction
('85). In 1987, he made his first feature film, Noces en Galilée, which won the FIPRESCI Choice
Award at the Cannes Film Festival.
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Canticle of the Stones is about the tragedy of exile.

ST RS ¥

Though the nationality of the film is Belgian, it would be
more properly considered Palestinian. Set in the streets of
Israel, it explores what it means to be Palestinian, an
identity inseparable from the land. Here the stones are a
site of contestation as well as weaponry, and being
Palestinian means being exiled within one's own home.
Although the core of the film is the fictional reunion of
two lovers after one returns from foreign exile, the most
impressive scenes are documentary excursions into the
streets. The director effortlessly slides from one to the
other. Though this could have been simply a feature film,
only documentary could capture the very real tension of
daily life for Palestinians in the occupied territories. At the
same time, director Kheifi uses the fictional conversations
“of the couple to penetrate the violent surface of the
documentary scenes. The fiction and documentary of
Canticle of the Stones are interlaced and interpenetrating;
the film's greatest strength is that one is unimaginable
without the other.

Markus Nornes
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Director's Statement

Canticle of the Stones is a film about pain, about
the human pain lived today in Palestine. All the
protagonists of the film have sacrificed something in
order to survive the pain of the Occupation. It seems
as if Man cannot escape the curse of having to lose
something in order to regain his dignity, or of having
to be overwhelmed by his injuries before realising the
absurdity of his violence. Are we forced to reach the
borders of genocide in order to be able to rethink the
world? Is there no way in which the victim does not
become the hangman? By juxtaposing elements of
the real with a fictional love-story at the heart of the
torment, this became a filmic act aimed against the
perception of the other as something abstract. It is
against this perception that we wished to testify.
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Director: Marc Huraux

Producer: Richard Copans

Production Company/Source: Les Films d'ici,
12 rue Clavel 75019 Paris, France

Tel: 42-39-02 -00

35mm Color 85min. French and English
France 1990
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Marc Huraux was born in Paris in 1956.
Tout un Programme ('79)
Pierres de Foudre ('84) with Christine Boisson and Michel Berto
Batouka ('86)
Bird Now ('87) was released in Berlin, San Francisco and other areas.
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Structured as freely and improvisationally as its subject
matter, Check the Changes takes a leisurely look at the
American jazz scene. Form meets content here, and the
result is a film all jazz lovers must see. While other music
films reflect the influence of MTV, Check the Changes
borrows the structure of the LP record. Performances,
interviews, conversations, and street sounds fade
gracefully in and out like tracks on an album. Before the
end credits, there's even a numbered list of the "songs."
Jazz fans will recognize the likes of Sun Ra, Tito Puente,
Dizzy Gillespie, and John Zorn on this journey across the
musical soundscape of the America.

Markus Nornes
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Director's Statement

Check the changes...These words do not only
refer to the type of changes that may occur in society,
but also to the harmonic thread of the music itself, to
the chord progressions or changes (as the be
boppers put it).

| recall Archie Shepp saying, "Jazz is American
reality. The jazz musician is like a reporter, an
aesthetic journalist of America." In those days, jazz
had escaped the changes, its former harmonic
foundations. But this New Thing was seeking real
changes, changes in reality.

Where are we standing now? What have been
the changes in the streets and the brains and the
notes and the grooves? Shooting this film, | was
more into the daily, have to make a living, scene, that
into the official mood of celebrating "jazz" that was
prevailing from Hollywood to the House of Congress.
Now, how deep can you get into "American reality"
through the jazz experience? How many borders
would you be able to cross? How many barrios
would be open?
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Children of Mini-Japan
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Director: Chalam Bennurakar

Photography: R.V. Ramani

Editor: Jacob Thottathil, Amitabh Chakraborthy

Sound: Suresh Rajamani

Production Company/Source: Janamadhyam, 94

Charles Campbell Road, Cox Town, Bangalore

560005, India

Tel: 0812-578628

16mm Color 60 min. Tamil

India 1990 (B - FxIh - R"XTHNV FO714—)]
Av FoNRyFa— Vi,
[RE« Pqity] TEBLLTTFYa—,
Chalam Bennurakar resides in Bangalore, India
Children of Mini-Japan is his debut work as director.
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The "Mini-Japan" of the title refers to a small town
called Sivakasi in the southern Indian province of Tamil
Nadu, where nearly 250,000 children between the ages of
five to ten are put to work in match factories. Director
Chalam Bennurakar, who belongs to a collective known as
Janamadhyam (or the Alternative Media Network for
Grassroots Action), has made this admirable film on a
Dickensian subject by adopting a kind of Brechtian
distancing effect. He uses traditional performances and
newspaper cuttings (stuck on a decrepit wall) as a
sophisticated and ironic kind of commentary. It works
wonderfully well when one realises that the subject of
child labour is exploitatively sentimental which might lead
a lesser director to milk it for all its didactic worth.
Without recourse to preachiness, Bennurakar's
authoritative command of his medium underscores the
seriousness of the problem of child labour.

Stephen Teo
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Directors'Statement

Sivakasi is a small town in Southern Tamil Nadu.
It is from here and the surrounding villages that 70%
of the requirements of the match box industry and
90% of the fireworks industry are produced. The
owners of the match box and fireworks factories
proudly refer to their town as "mini Japan," a self-
employed town. Sivakasi has another dubious
distinction. It is the single largest concentration of
child labour in the world. Nearly 100,000 children,
mostly girl children, are employed in Sivakasi to meet
the demands of production. Without taking recourse
to voice over commentary, we try to weave together
various episodes by interspersing villupadal, a
traditional performance which celebrates the
childhood of Krishna. It is the villupadal which forms
the edifice of the film's critique of post-independent
India's "tryst with destiny," progress through rapid
industrialisation.
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Eclipse of the Man-Made Sun
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Directors: Nicolette Freeman and Amanda Stewart
Producer: Nicolette Freeman

Photography: Robin Plunkett

Editor: Diana Priest

Sound: Amanda Stewart, Ruby Bloch

Music: John Jacob

Production Company/Source: Here and There Films, Flat 7,
29 George St., East Melbourne, Victoria, 3002, Australia

Tel: 61-3-417-5496

16mm Color 55 min. English

Australia 1990

[BEg.-=aLyb-7Y—<y 7074—)]
A—ARTNVTTHBELDFIN, KX Ar ) —DHh ATy e LTiER, 846

[BADWVET - 77 R] 5T F2—BESCTREFIFLEESY) 2BEE, &
Ex§ %,

(BB T2 F+APaTd—}-FOATH W]
F=ALFUTHERBOIVAFRLTO T 2 —H—L LT, 85FICT VL FFax
v5 )= [EFEE] (EEA—-A 797271 7TFNE) 28635,

Director: Nicolette Freeman

She has worked predominantly as a cinematographer on many Australian independent drama and
documentary productions. In 1984, she produced and directed a film about the poet Sylvia Plath,
which won the Best Short Film at the 1985 Sydney Film Festival.

Director: Amanda Stewart

She currently works as a radio features producer at the Australian Broadcasting Corporation. In
1985, her radio documentary Atomic Language was awarded the United Nations of Australia

Media Peace Prize.
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This year we've seen the launching of "smart" missiles and
the signing of treaties limiting "city-killing" nuclear
bombs. If there was ever an appropriate time to ask why
we attribute human qualities to weapons and inanimate
qualities to their human targets, it is now. The directors of
Eclipse of the Man-Made Sun have re-edited old industrial
and propaganda films to bring the language spun around
weapons systems and nuclear energy under close scrutiny.
Naming something brings it under control. A vast array of
metaphors, metonyms, religious symbolism, indigenizing
terms, mythical associations, euphemisms, and acronyms
reorganize our thinking to domesticate this frightening
technology. Freeman and Stewart orient their film toward
the English-speaking world (specifically Australia); it's up
to the audiences of Japan to ask themselves how these
technologies have been tamed and indigenized in their own
language.

Markus Nornes
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Director's Statement

We commenced work on this film when the
Reagan Administration was at the peak of its "Star
Wars" campaign. There was a widespread attitude of
nihilism around the nuclear situation, and we wanted
to look at why we thought and spoke about nuclear
energy and weapons in certain ways, both
consciously and unconsciously. '

The nuclear industry stands as a "shining
example" of how certain technologies, and
particularly our faith in them as flawless social and
political tools, can affect the way we see and live our
whole lives - including our ideas about religion, family,
social and environmental organization, colonization,
consumerism and even sexuality.

The film is constructed using archival, interviews
and semifictional narratives, in a conscious move
away from a linear presentation of 'history' and
‘evidence.'

In a film about language, archival material cannot
simply "speak for itself," and our intent being to draw
out extremely broad themes from within a narrow
range of archival material, the film is composed of
much new and unexpected footage, where one might
expect to have seen and heard all there is to say
about the nuclear issue.

ERH A EmR
Films in Competition

29




TIFG—=2 o F TN ayy
The Good Woman of Bangkok
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Director: Dennis O'Rourke

Producer: Dennis O'Rourke

Photography / Sound: Dennis O'Rourke
Editor: Tim Litchfield

Associate Producer: Glenys Rowe
Production Company/Source: O'Rourke
&Associates, P.O. Box 199, Canberra ACT 2601,
Australia

Tel: 61-6-2472331
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35mm Color 82 min. English and Thai LiRELZME, A—ALTUT Y TA—F - FvX54¥ 7 - I—KL—Ya ¥ TX
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Dennis O'Rourke was born in 1945, Brisbane, Australia. After spending several years travelling
and working, he became a stills photographer and the film cameraman for the Australian
Broadcasting Corporation. His other works are Half Life: A Parable for the Nuclear Age ('85),
Cannibal Tours ('88). His awards include: Berlin Festival 1986, Eastman Kodak Award 1987,
United States Film Festival 1987.

R S D B R R A R T S
ER R
Films in Competition

30




CDFAMVIZIE, BODENLERVD A, &
W BB RDDE, Fu—270Ox51E, T4 A
EWVIAEZDSF DNy Iy DFREIFBTH DL, TF
£iF, RIZEBETOLN, EETTL DI ERGEOE
CEAAL S % 2 olzb WIHIMENINLTWY
5o L L, BRIGHBEAPLL, BbArVEZA
Hhb, COMHEIT, HEON— %L OFEEREL
WIBLZLY Y L (Y TOHE] ©FFai
YEV—W) 2% DEDL EIHADBH LY, FH
— 73T AADELATRET SOOI R HEE
I, #ZOT7x Vv 5FEY, ZOBEZ5] ST,
TN, BUHEOHEMKZLBD ICHEATS L, Bl
WIZR o oDV D, HAOWLE [HEL] Thn
CHEELTWAY, BHODHI LT A4 —T Loy %
RO BN VD, RIS OBEIE N2 x v
Z) —BEORE L HEICEH LT, B4 o5z R
LTWh, 2F ), izt ) TH;EY., Thrbd
WL ERETEoTHESINDE, bol il EADE
FPMEEE L L TCESEAS L, TAAD IO —2
PEDLY - VIZEBMENT VS,

ATA=T Y TF

There is a touch of affectionate irony in the title, no
doubt intended. O'Rourke's subject is a 25-year old
Bangkok prostitute named Aoi. We are given a portrait of
a woman abandoned by her husband and driven to
prostitution by a need to survive. Yet she is both caring
and very vulnerable. Although verging dangerously close
to the proverbial prostitute-with-a-heart-of-gold genre (a
kind of documentary Nights of Cabiria), O'Rourke pulls
back enough to uncover Aoi's bitterness. Here is a woman
who has come to hate men, disgusted by their sexual lust
and their lies; convinced that she is, deep down, not a "bad
woman" but who admits her own weakness and naiveté.
Ultimately, this is also a film which brings up questions of
the nature and ethics of documentary filmmaking, as
captured in the scene in which Aoi accuses O'Rourke of
manipulating her and making more money out of her than
she ever will by selling her own body.

Stephen Teo
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Director’'s Statement

Like the Brecht play which inspired the title, this
film is an ironic parable about the impossibility of
living a good life in an imperfect world. It is also an
attempt to describe in this form, and to conflate, what
is so banal about sex with a measure of what is
profound.

It is a film about prostitution as a metaphor for
capitalism, here played out across the borders of race
and culture, and about prostitution as a metaphor for
all relations between women and men.

It is also about the voyeuristic tendencies which
are inherent in all film making and film viewing. It is
my hope that, as with Brecht, we are confronted with
a vision of ourselves, thus forcing the consideration of
how personal sexuality affects political and
philosophical beliefs.

In this film, | have exposed myself in order to force
the audience to reconsider the whole nature of
documentary film practice. Under the thrall of our
separate desires, we are all implicated in some way.
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Hotel Chronicles
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Director: Lea Pool

Assistant Director: Laurent Gagliardi

Producer: Eric Michel

Photography: Georges Dufaux

Editors: Alain Belhumeur and Richard Chateauvert

Music: Robert M. Lepage

Sound: Richard Besse

Production Company/Source: National Film Board of Canada, P.
0. Box 6100, Station A, Montreal, Quebec H3C 3H5, Canada
Tel: (514) 283-9805/06

16mm Color 74 min. English
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Canada 1990 E8, EFF, EiR, TR, TLUBMZEET S LRI, BAORBE L EE,
[RF VD] (84), [T7¥ % - PYRTIV] (85). [Kbhizlk] (88)%.
Lea Pool was born in Switzerland and currently resides in Canada. She studied communication
at Quebec University in Montreal and has worked on videos, semi-feature length films, televison
programs and directed several feature films. Some of her works are Woman of the Hotel ('84),
Anne Tristelle ('85), Lost Body ('88), and others.
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This movie, in addition to standing on its own as an
independent story, recalls other famous works in film and
literature. The title, for example, could be taken as a pun
on Sam Shepard's Motel Chronicles. And, the images in
Hotel Chronicles are inseparable from those in Paris,
Texas (one of whose scriptwriters, incidentally, was Sam
Shepard). Hotel Chronicles is a work after the fashion of
Motel Chronicles, a combination of two popular genres:
road literature and road movies.

While, with its presentations of such familiar icons as
Kennedy, King, and Monument Valley, this movie can be
thought of as nothing more than a collection of various
stories told by various people about the American Dream
as seen from the outside. It can also be thought of as a
work which draws on the foundation laid down by the
works mentioned above. This film, with its multiple
reflections and poetic-style of narration, invites the viewer
to come along on its mysterious journey of dreams.

Sunao Takahashi
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Director's Statement

For me it's a two-fold challenge. On the one hand,
| would get to work on a documentary after having
done fiction for the last ten years, while on the other
hand, | would get to talk about the United States
while having been a Canadian emigrant from Europe
for the past 15 years.

I'm interested by the other and | intend to accept
it. But | have to be honest: | don't really know
America, | only know what I've heard about it growing
up, the American myths, the feeling of being a
traveller pulling out her Baedeker and drawing up a
hypothetical, imaginary itinerary for a trip to a foreign
land. That's the America | would talk about.

| am an outsider, a filmmaker, in the midst of a
difficult relationship with my lover, and with America
as well. Going from hotel to hotel, from city to city,
catching glimpses of truths behind windows, while not
wanting to fully understand, not wanting to explain or
justify my presence.

| see America as an encounter, as a road to
discover, but also as an act of breaking up. Maybe
America is7just a reflection of my own life, like the
process of painful realization.

EXH R Eah
Films in Competition

33




HEUgdrdd o7

How Nice to See You Alive

Que hom te ver visa
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Director / Producer / Script: Lucia Murat
Photography: Walter Carvalho
Editor: Vera Freire
Sound: Heron Alencar
Music: Aecio Flavio
Art Director / Assistant Director: Adolfo Rosenthal

Narrator: Irene Ravashe [BEE - VT -5 FOT4—]
Production Company / Source: Taiga Productions, BLE [0 Pequeno Exercito Louco)
Avenida Almirante Barroso, 91/809 Brazil EFF 1 [iivAbiieogeds| WECSVE FRai ¥ @ -
TV [VHR=-5 -] FfE 1 EHT 2o
Tel: 021-2209008 Film: O Pequeno Exercito Louco.
35mm Color 100 min. Por[uguese Video: Meio-Ambi Urgente (10 doc ies about the environment).
Brazil 1989 Television: Director of Reporters for a year
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Burning ideals spark an anti-establishment movement.
Those former political prisoners who were fervent
believers in their ideals, for example "fighting for the
people"” when they see the same people they were
supposedly fighting for rejects them and ostracize them
simply because they did fight against the establishment,
they become adamantly silent and reject all their former
ideals, never to take them up again. The director of this
film has probably seen many such scenes personally.
How Nice to See You Alive is more than a collection of
oppressed women who were former members of an anti-
establishment movement opening their hearts and sharing
their experiences; it is an effort to show that they
themselves are indeed alive now, here and today. Because
of this direct approach, when the film is over, the viewers
are left together thinking, "It's nice to be alive. Let's get
on with living and keep going." The director of this film
avoids a completely straight approach and instead of
directly presenting hard, heavy facts, filters them by using
the stories of the women interviewed. It is through the
easy presentation of both the contents and the message of
this film, as well as the treatment of the women appearing
in it, that the sympathy and kindness of the director
towards her fellow countrywomen emerges.

Shigeaki Ito
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Director's Statement

When | made this film, | in fact wanted to step
beyond Brazilian frontiers. The events were ours, the
experience of women who have been tortured and
survived—these women being sewn one to the other
by a character created by our innermost deliria—but
the reiterative motif is the permanence of grief and
the way society imposes silence on the memory of all
of us.

But the making of this film was also the
opportunity to talk—and to recover something very
personal: my generation's experience, whose
fantasy was to make a utopia out of Brazil, an
objective out of revolution, an object out of history.
We confronted the dictatorship in the streets until we
were definitely pushed into urban guerrilla warfare
and clandestineness. My history is not different from
the interviewed women's histories. | was imprisoned
in 1971, was tortured during two months in the Doi-
Codi, and remained in jail for three and a half years.

The union of personal and universal has been
achieved by the courage of all these women who
made themselves ready to talk, and therefore, to
remember.
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Director: Sibylle Schonemann
Producers: Bernd Burkhardt / Alfred Hurmer
Photography: Thomas Plenert

Editor: Gudrun Steinbruck

Sound: Ronald Gohlke

Music: Thomas Kahane

Production Company: Alert Film

Tel: 030-691-6008
35mm B/W 90min. German
Germany 1990
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Source: Ex Picturis, Fidicinstrasse 40, 1000 Berlin 61, Germany
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Sibylle Schénemann was born in Berlin in 1953. From 1972 to 1974, she worked as an assistant
director of feature films at the DEFA Studio. Later, she studied at the Film and TV University in
Potsdam, Babelsberg. In November 1984, she was arrested by the national security service of
East Germany and imprisoned for 12 months. In July 1985, she was deported to West Germany.
From 1985 to 1986, she was forced to undergo medical treatment as a result of his imprisonment.
After this, she began working as a playwright for the film bureau in Hamburg. Her works include
Kinderkriegen ('75), Ramona ('79), and others.
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Before the fall of the Berlin Wall, Sibylle
Schonemann, the director of this film, and her husband
were actually arrested and sentenced to one year in jail for
allegedly ignoring the socialist state authority and law:
they had applied for leaving the country. In 1985, both
were deported to the West. Now, after Germany's
reunification, the director travels back with her camera in
order to analyse and understand what happened. Will she
receive answers to her questions? She traces judges,
officials, lawyers, people who decided her destiny back
then. There are countless heavily bolted doors and gates.
Some open up, others remain shut as impenetrable walls.
Dark corridors and locked up small cells leave an
oppressive, claustrophobic feeling. The penetrating eye of
the wardens persecutes us incessantly. It is a film about
arbitrariness, reprisals and severe control by the state; it is
also about impotence, blind obedience and lack of
responsibility. Men seem to be just tiny links in a gigantic,
unfathomable State machinery, where orders from above
have to be carried out without questioning.

Regula Konig
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Director's Statement

And when | finally sat in one of my former prison
cells and for the first time listened to my old feelings,
met people who had tormented me in the past, but
who claimed to have been nothing but a small
executing wheel in the gear of injustice, referring to
the fact that they all hadn't known anything and had
only done their duty, | decided on searching the roots
and to find the men who had decided against me. |
found mountains of information, few people who
could remember or wanted to remember, nobody who
said to me: "yes, now | know, that | did harm to you
in those days (...) | realized that | was captured once
again in this German plait of persons who did nothing
but receive and accomplish orders, obey to a higher
"necessity," who had no idea of what was going on.
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Mama Calle
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Director: Arjanne Laan

Producer: Kaie Klaassen

Photography: Melle Van Essen

Sound: Patricia Wang

Production Company/Source: Moving Image Production,
Kapelstreet 33 Postbus, 13162 3507 LD Utrecht Nederland, The
Netherlands

Tel: (0)30-732328 / 735010
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Arjanne Laan was born in Rotterdam in 1954. She studied graphic design, animated
cinematography, and photography at the Academy of Art in Arnhem. Later, she attended the film
school Varan in Paris to learn more about the documentary genre. Since 1978, Laan has been
giving regular courses and workshops in documentary filmmaking and editing. Recently, she has

worked as an assistant on and editor for No Les Pedimos en Viaje a la Luna in Mexico.
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Latin America is the continent of Los Olvidados and
Pixote, the world of runaway kids eking out a living on the
streets of big cities. Mama Calle may be seen as an
updated homage to Bunuel's earlier film. Like the late
master's work, this is about Mexican street kids, but it
soon comes into its own as an honest and sympathetic
documentary. This is not to say that Dutch filmmaker
Arjaane Laan has adopted the position of a social worker.
The allusions to Los Olvidados obviously provide a key to
the tone and sentiment of her own work. There is human
warmth in the cold nights as the kids try to sleep off a
day's wanderings, the warmth which stems not only from
the kids as they interact between themselves but also from
the filmmaker as she approaches her subjects. She makes
us want to sniff glue in league with the kids. It is moments
like these that Mama Calle touches the vulnerable spots
not purely of our hearts but of our minds.

Stephen Teo
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Director's Statement

Streetkids fascinated me from the very first time |
went to Mexico and noticed them. Little adults of
about 5 years old. With a strange expression in their
child-eyes that | did not know. A look of knowing all
about fear, struggle and survival. A dull, cynical look.

| followed them to their hiding places, spending
nights in the cold buildings where they sleep. | saw
the hunger and boredom, the lack of warmth and a
home. And their flight out: glue sniffing - a flight into
a shadow death. Above all | saw the courage and
strength, and the often childish way they manage
their lives.

I made thjs film to show the world that it is
inhuman that children have to live this way. inhuman
that their lives are worthless and wasted.

| had to make the film because the children
themselves wanted people to see how vulnerable
they are. This made me feel vulnerable and helpless
too.
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Directors/Script: Herz Frank, Vladimir Eisner

Producer/Editor: Aleksandr Golovanov

Photography: Jevgenij Korsun

Sound: T. Konovalova

Narrator: Herz Frank

Production Company: East-Siberian Documentary Film Studio

Source: Ex Picturis, Fidicinstrasse 40, 1000 Berlin 61, Germany

Tel: 030-691-6008

35mm B/W 89min. Russian

USSR 1989
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Herz Frank was born in Latvia in 1926. After graduating from law school, he worked as a
journalist. From 1959, he worked at Riga Studio as a photographer, script editor, screen writer
and director. His films include Without a Captain ('68), Older by Ten Minutes ('78), To a
Dangerous Point ('85), The Prayer ('90), and others, totalling about 40 films in all.
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This film presents a tragic, shocking story. In the
Soviet Republic of Irkutsk, there lived a family of seven
who formed a jazz band, and travelled to Japan. In 1985,
director Herz Frank captured part of their daily life in his
short (20 minute) film, The Seven Simeons. However, three
years later, that same family made a disastrous attempt to
hijack a plane bound for Leningrad and tried to flee to
London to seek asylum. Instead of escaping, four of the
brothers were killed themselves, and—at her request—the
mother was shot by one of her own sons. The film's last
scenes show the surviving brother in prison, playing the
piano as they used to in happier days. The bright, happy
family portrayed in the opening of The Seven Simeons
contrasts with the dark world shown in the ending so
strongly that it is inconceivable to think of them as the
same people. How did this family change, and why? Is the
root of the problem buried in Soviet society? Or in the
family's impressions of and exposure to the prosperity of
Japan? This film explores the three years before the tragic
event, asking questions, seeking answers to previously
unanswered questions, and examines various inconsistent
and incompatible elements, such as the past and present,
calmness and calamity, and truth and falsehood. The
puzzles found therein make one ponder about the
unreasonableness of the lifestyles we have chosen for
ourselves.

Minoru Watabe
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Director's Statement

We torture ourselves making films from the first to
the last montage and still cannot determine precisely
what the documentary film is, just as we are lost for
words when trying to say what is life, love, time... Our
ignorance compels us to seek the secret of the film
that we are making.

Yet is it really possible to unite the documentation,
whose duty is to capture reality through the maximum
of objectivity, with the creative aspect, with the
subjective view of the artist without whom art is
impossible? | would like us to try together to get to
the bottom of this contradiction, whose importance
seems to be increasing in the face of the
overwhelming power of television, which tends more
and more to blur the distinctions between film
chronicle and TV broadcast.
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Director/Producer: Yvonne Rainer
Photography: Mark Daniels

Assistant Director: Christine Le Goff

Sound: Antonio Arroyo

Art Director: Anne Stuhler

Production Company/Source: Zeitgeist Films, 200
Waverly Place, New York, NY 10014, U.S.A.
16mm Color & B/W 103min. English

USA 1990
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Yvonne Rainer was born in San Francisco in 1934. She trained as a modern dancer in New York,
1957. She then became one of the founders of Judson Dance Theater in 1962. She worked
actively as a dancer for 10 years. In 1972, she made her debut as a director with Lives of
Performers. Her other works are Film About a Woman Who... ('74), Kristina Talking Pictures
('76), and The Man Who Envied Women. She lectures at several universities and art schools

including George Washington University, University of California, and New York University.
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There are two or three films in Privilege, and one of
them is a documentary. Director Yvonne Rainer herself
has talked about her film as an experimental feature rather
than as a documentary. Be that as it may, Privilege
revolves around a very real subject worthy of treatment
through film. This is the subject of menopause and the
medical and social myths and facts surrounding it. Rainer
herself appears on screen as "Helen Caldicott," a feminist
filmmaker railing against non-proportional female
representation in Congress, among other things, and who
wants to retire because "the men did me in". Hence, she
speaks through characters in a complex fictional narrative
in which a white, middle-aged woman is interviewed about
menopause by a black, middle-aged filmmaker, named
Yvonne Washington. "Witnesses" giving their personal
testimonies of menopausal experience close up the
narrative thread.

Stephen Teo
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Director's Statement

The title Privilege is a kind of prism, which "colors"
all of the themes and personas, all being on one side
or another of this shifting line that separates those
who have or don't have it. The film is about a number
of things, including menopause. The most
remarkable thing was the silence that emanated from
friends and family regarding the details of my single
middleage. When | was younger, my sex life had
been the object of all kinds of questioning, from
prurient curiosity to solicitous concern. Now that | did
not appear to be looking for a man, the state of my
desires seemed of no interest to anyone. Out of a
subject that has been denied on film by virtually
everybody, I've attempted to craft a work on sexual
identity and the unequal economies of race, gender
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Director: Kenichi Oguri

Producer: Shoukei Harada

Photography: Masayuki Naito

Mixer: Jurou Kubo

Music: Nohito, Raphael Mostel

Narrator: Bill Wolff

Production Company/Source: Heian Cultural

Center, Directors System, Robaria Bld. 6F, 5-2-5

Jingumae, Shinjuku-ku, Tokyo 150, Japan

Tel: 03-3400-4170

35mm Color 85min. English and Tibetan

Japan 1991
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Kenichi Oguri was born 1947, He graduated from the University of Japan, Department of Arts
and Films. In 1969, he worked as an assistant director for Ko Nakabira on films such as
Hensokyoku and Yami no Naka no Chimimoryo. After Nakahira's death, Oguri began making
films independently. Among his work are Chofubanri ('88), and Flying Dream ('89). He has

worked on several commercials and TV programs.
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A wonderfully-shot, ethnographic-bound tribute to
Lamaism and its way of life. One is awed by the way in
which the culture of a whole community has been
"portrayed” on film. Oguri focuses on members of a
typical family as they undergo the rituals of life (a
mundane wedding and a not-so-mundane "passage" such
as re-birth) and its cultural and religious complexities flow
by as in a natural stream. There is poetry here but it is the
harsh poetry of real life. Oguri does not spare us the
harshness but neither does he refrain from showing some
marvellous moments of pure ethnographic cinema. The
cycle-of-life theme reaches its apex with expositions of a
funeral (the head of the family dies) and the subsequent
"celestial burial" in which his body is taken up a mountain,
dissected, and fed to vultures. Then, the son goes through
the rituals of investiture into monkhood, starts on his
journey of life and meets the reincarnated form of his dead
father.

Stephen Teo
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Director's Statement

In retrospect, this film is a documentation of dream
time. Stars, flowers, clouds, rainbows, mountains,
earth...all of these are neither near nor far but equal.
Nature casts a spell so that one cannot measure
distance. | was conscious of "breath," which is no
one's but mine. To make sure that one breathes all
right or not, one has to frequently supply water to the
body. One's body is composed of 60% water. |t is
not long until we realize that we are simply
overconfident of our abilities to live on the earth.
When we carry our camera surrounded by our
equipment, it must seem comical from nature's view
because we are inherently weak. We have
abandoned our vain struggles and have come to
think only of how to live day by day.

ERXH AR

Films in Competition

45




Jok1 6] 7 555
Stubborn Dreams
Makacs almok...
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Director: Bela Szobolits

Producer: Norbert Solymosi

Photography: Gabor Balog

Sound: Istvan Hajines

Music: Istvan Palosi

Editor: Erzsebet Bessenyei

Production Company: Movi, Forum Film Studio
Source: Hungarofilm, H-1054 Budapest V. Bathori Utca 10
Hungary

Tel: (361)-1-1125425

16mm Color 93min. Hungarian

Hungary 1989

(B - ~=5 - VKYyF Fo71-)]
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Born in 1946. Between 1966 and 1972, he made several amateur short feature films. From 1973
to 1975, he worked as an assistant on feature films. He has won several festival prizes with his

documentary films. He is a three-time recipient of the Hungarian Prize of Film and TV Ceritics.
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Anyone who has seen old MGM musicals with Mickey
Rooney and Judy Garland as high-school kids exhorting
everyone to "let's put on a show" will recognise the
momentum behind Stubborn Dreams. This is no
Hollywood movie and its characters are hardly junior
high-school kids. Old-world romanticism and nostalgia
replaces the infectious but artificial enthusiasm of the
MGM musicals. Indeed, the characters—residents of a
Hungarian village called Rdbagyarmat—are mostly old
people reminiscing about the past. They all belong to an
amateur drama society which has staged an annual play
since 1920 (with intervals, between the war years, and
political "lean periods" resulting from the policy of the
communist government). In dealing with the chequered
history of these amateur thespians, the filmmakers and
their subjects turn their movie into a meditation about
growing old but sticking to tradition and making
something of one's lives.

Stephen Teo
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Director's Statement

Behind the beyond, in the village called
Rabagyarmat near the border, there has been a
theatrical company for seventy years. The person
who has been in charge of putting plays on stage and
holding the troupe together for 35 years running is
Laszlo Acs, the school principal. The railway lines to
the village were taken out as an economy measure.
Its memory is still cherished by the principal. The
players form a close-knit community, and the life in
the village would be dreary without them. Most
members of the company are simple, overworked
people who bear a trace of history in their hands and
faces; a piece of the past survives in their gestures.
When they are free, they spend the time with the
company, and they greet the sunrise with the sound
of the accordion. They have a subconscious desire
for beauty, and an internal drive to break through and
to be different. And for a short moment anyone can
indeed break through. For a short moment anyone
can turn into a star.
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Triangle of Death

Dodens Triangel
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Direction/Production: Jerzy Sladkowski

Photography: Rikard Jaworski

Sound: Bolestaw Vujawski

Music: Mikael Lorenc

Editor: Apnei Bojnowska

Production Company/Source: J.S. Filmproduktion,
Ostergahojden 10, 3rd floor, 12537 Alvsjo, Sweden
Tel: 46-8-716-0257

16mm Color 57 min. English

Sweden 1990

[BB - f1zY—- 27 ba72x% Fuz4—)]
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Mr. Sladkowski worked from 1971 to 1981 as a reporter, director, and producer of Polish
Television. From 1982 to the present, he has worked as a freelance film director for a Swedish
television documentary series. He is the director of the documentary film The Price.
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In this film, Polish director Jerzy Sladkowski (currently
residing in Sweden) presents a record of life in his home
country. However, the scene depicted is a tragic one. We
are shown a mining area in the southwestern part of
Poland, where, as a result of continuous exploitation and
preferential industrial advancement, the land has become
saturated with pollution. Because of this, the inhabitants of
the nearby town, especially the children, are suffering
serious health problems. This film, while reducing
narrative explanation to a minimum, presents images of a
polluted and devastated world that stare the viewer in the
face. The mines, the hospital, the families shown through
cameraman Rikard Jaworski's lens are so realistically
presented that the viewer forgets he is in the theater, only
watching a movie. The strength of this film is not in the
dialogue or the story, but in the strikingly sharp images of
the pollution-ravished town that are given.

Minoru Watabe
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Director's Statement

We didn't have a proper script for this film. It was
nearly impossible to write one because of the fact
that you can hardly find figures and information of
importance since you can't estimate all the tragic
effects of pollution. We were just looking for victims.
And it was easy to find them. If you just approach a
steelwork or a mine and to follow people leaving their
jobs after the shift—you'll soon find yourself in the
most disastrous homes you can imagine.

You will meet people affected by pollution. And
mostly unconscious ones. Just scared. Worried.
Troubled. Sad people that never laugh. When it
comes to ecology, we usually pity trees, rivers,
animals...We went to Poland to Slask to pity people.
We were curious to see how they live, work, how they
manage to survive in this area called by journalists
"Triangle of Death." Since 1945, permanently under
the Polish rule, Slack was brutally exploited in order
to supply the country with coal, steel, energy and
chemicals. Today in an area not much bigger than
Luxembourg 5 million people fight for their survival in
a state of ecological horror.
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Close Up

Nama-ye Nazdik
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Director: Abbas Kiarostami

Screenplay: Abbas Kiarostami

Photography: Ali-Reza Zarrindast

Editor: Abbas Kiarostami

Production Company: Institute for the Intellectual
Development of Children and Young Adults
Source: Farabi Cinema Foundation, No. 55 SIE-TIR Ave.
Tehran, 11358/1.R. Iran

Tel: 678545/678156

35mm Color 90mins.

Iran 1990

(BB -7y 2 - *70A53 Fuz4—)]
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Abbas Klarostami was born in Teheran in 1940 and graduated from Teheran
University's Faculty of Fine Arts. He started his career as a film poster designer.
In 1970 he joined the institute for the intellectual Development of Children and
Young Adults. There he made many award-winning films for young audiences.
Feature films include: The Passenger ('72), The Report (‘17), Avali-ha ('85),
Where's the Friend's House ('87), Homework ('89).
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Director's Statement

| read Hossein Sabzian's story in a weekly
magazine and it fascinated me. To quote Marquez
"One is more chosen by a subject than choosing it."
The first thing that struck me was that the guy was
not a fraud. Rather he was infatuated by an image.
That is why a filmmaker could do for him is to
rehabilitate him, portray him as a young man who is
in love with cinema, with the movie people...

| create a reality before the camera and then pull
the truth out of it. What | seek to establish in this
affair is that Hossein Sabzian is a martyr, a man in
love, although many people are convinced he is an
imposter. The truth that | eagerly try to pull out of this
reality is that deep down, man is good.
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I Am Furious YellOW...( Completed Version)

Bakit dilaw ang gina ng bahag hari?
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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/Source: Kidlat Tahimik, P.O. Box 86, Baguio,
Philippines

Tel: 442-4876

16mm Color 130min. English

Philippines 1991
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Kidlat Tahimik is the screen pseudonyum of Eric O. de Guia. His films include:
The Perfumed Nightmare ('75-'77), Who Invented the Yo—Yo? Who Invented the
Moon Buggy? ('17-'81), Made in Hongkong('79-'80), Turumba ('81-'83),
Takedera Mon Amour ('82-'89).
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Director's Statement :

| am Furious Yellow... does not have a
conventional format. It is an accumulation of footage
shot beginning in 1981. Assembled, the images
seem like a child's photo album of my three sons
growing up during a colorful period in Philippine
history. The film does not have the same visual unity
as the usual documentary... It has an "open focus"
approach which allows spontaneous "home-movie"
images to find a center of focus in the yellow-colored
anti-dictator demonstrations (the anti-Marcos
demonstrations; yellow is the color adopted by
Corazon Aquino).

[The first part of the film, / Am Frivolous Green introduces the growing boy,
documenting his family, home play, school programs, and some stylized dreams.
The second, | Am Furious Yellow, documents the boy in the midst of political
protests with yellow the unifying symbol of the anti-dictator movements. / Am
Curious Pink deals with contraditctions in the post-dictatorship era. The
imcompleted version of this film was shown at the last Festival. Tahimik was
busy editing up to the day of the screening, and he did a bit of performance on
the stage during the screening of the unfinished film. Afterwards, he returned to
the Philippines and recorded the current state of the country as well as his son's
entry into college. After filming these scenes, the work was pronounced
complete.]
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Director: Frederick Wiseman

Producer: Frederick Wiseman

Photography: John Davey

Editor: Frederick Wiseman

Assitants: Oliver Kool, Diane Hodgman

Production Company/Source: Zipporah Films, One Richdale
Avenue, Unit #4, Cambridge Mass. 02140 U.S.A.

Tel: (617)576-3603

16mm B/W 120mins. English

USA 1982
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Frederick Wiseman was born in Boston in 1930. After attending Williams
College, he went on to receive law degrees from Yale Law School and the
University of Paris. Wiseman has captured American institutional life more fully
that any other dc ist. Of all the fil kers who emerged in the heyday

of direct cinema in the 1960's, Wiseman remains the most consistently active.
Some of his other works include Titicut Follies ('67), High School ('69), Law
and Order ('69), Hospital ('71), Missile ('87), and Near Death ('89).
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Director's Statement

Model was fun to make. The discrepancy
between the actual lives of the models and the
fantasies that their work was meant to generate
represented an opportunity to make a film suspended
between the real (the ordinary in the sense of all our

~daily lives) and the fantasies of beauty and sexual

freedom created to sell products.
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A Movie Capital

Eiga no miyako
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Director: Toshio lizuka

Photography: Koshiro Otsu, Takanobu Kato

Editors: Shinsuke Ogawa, Masaki Tamura, Toshio Iizuka,
Masashi Kuribayasi

Sound: Koichi Asanuma

Production Company/Source: Ogawa Productions, 203 Shato
Sanraizu, 2-19-2 Kamiogi, Suginami-ku, Tokyo, Japan
Tel: 03-3392-6331

16mm Color 98min. Japanese

Japan 1991
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Born in 1947, Gunma Prefecture, Japan. During his university days, he saw

The Oppressed Students and Summer in Narita by the Ogawa Productions which
encouraged him to join the screening movement of Ogawa Productions in 1966.
He has worked on every Ogawa film production since. A Movie Capital is his
~ debut work and afterwards he became independent.

19894E 10 10H #* 5 15H F TR & Lz I EE
F¥axsg) —BESRORETH L, BEEHIE
BINDLHEDSH, BESFED L) IRHFINL Y
ATENTWL DR 72ELDIREVHBENT,
ZLTHREEBESIR o TORT Leho7, H&
WEINTZTANVADD, WETESEME LTEM
TEBLHDICTHIETIEIE 26EhDh o7, TOES
BEELTHRTL2SOBESSNENL v 7 ¥ 2
—t, BETE T4V A, BEORR LICX o TH
BENTW5E, LaL, FIITHEL 2 BERO
Tldiv, (BHIZZRZTTHozl LTH IO
EiZ, BMEREREZEFHFTIRVOER Ky 22~
FN)—THbLIEICLoTERBENDLEZLIH) o
I, ZOEBROBEMHTHZINMETH 5,
19894F IE REZMEM LRV VOBEDREOETH
o7 FOEIIEL o233 R - ATV RX%8
ME2zZeledil, SNOLDHTRI o/ TED
ik TBE O] 2002 o740 2 BLE & LT
O A,

RFA—GY - FF

A Movie Capital is the filmed record of the first
Yamagata International Documentary Film Festival
held in October 10 to 15, 1989. Shooting began
even before the festival, covering all aspects of its
organisation and planning. Shooting did not stop
when the festival ended, and it took nearly two years
to put up an acceptable film from the footage shot. It
features interviews with festival participants from all
over the world, interspersed with film clips at relevant
moments. But it purports to be more than a mere
documentary record of a film festival. (Even if it is
merely that, it would have earned distinction by being
what is perhaps the first feature-length documentary
to be about a film festival.) This is a film infused with
the spirit of its time. 1989 was the year of the
Tian'anmen massacre and the breaching of the Berlin
Wall. These outside events, as well as its dedication
to the memory of Joris Ivens, who died that year,
mark A Movie Capital as a special film, with its heart
in the right place.

Stephen Teo
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The Wind Blowing From Shigaraki

Shigaraki kara fuite kuru kaze
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Director: Masahiro Nishiyama
Producer: Tetsujiro Yamagami
Photography: Masashi Ichinose
Sound: Yukio Kubota
Narrator: Atsushi Watanabe
Music: Hitoshi Komuro
Production Company/Source: Siglo Ltd., 316
Shuwasakuragaoka Residence 29-14 Sakuragaoka Shibuya-ku
Tokyo 150
Tel: 03-770-8363
16mm Color 91min. Japanese
Japan 1990
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Born in Yamaguchi Prefecture, Japan, in 1948. After working for a large
construction company for 9 years, he joined Director Noriaki Tsuchimoto's
- Minamata Staff. He has directed Michiko and Ohsa, A Day at Omoshiro School,
Yuntanza Okinawa, and The Primary Election to Change the World. He has
{ written, in cooperation with photographer Seiichi Motohashi, Two Artists.
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Director's Statement

With this work, we have captured on film the lives
of people who are so-called "mentally handicapped,”
and moreover we have recorded their life as they live
it in their housing settlements.

It is easy to call for the dissolution of the special
housing settlements, built for the benefit of these
people. But that is easier said than done, because
what is involved is taking over someone's life, and
how do you do that? There is a clue in Shigaraki,
where we looked on a basic, fundamental level for
the answer to the question of how do these people
live? After making this film, | realized again how well
off I am in my life.
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Ynang Bayan: To Be a Woman is To Live in a Time of War
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Director: Nick Deocampo

Productions: Goethe Institute, Mowelfund Film Institute,

Philippine Information Agency, Nick Deocampo

Screenplay: Ian Victoriano, Nick Deocampo

Photography: Yam Laranas

Editor: Louie Quirino

Music: Ricky Orellano

Poems by: Mila Aguilar, Joi Barrios

Source: Mowelfund Film Institute, 66 Rosano Drive Corner

ITlang-Irang Road Cubao, Quezoncity

Tel: 721-7702

16mm Color 65min. Pilipino/English

Philippines 1991
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Born in 1959, Deocampo is considered the leading theorist of the Philippine
. independent movement. His reptutation rests on a trilogy of documentaries,
Oliver ('83), Children of the Regime ('85) and Revolutions Happens Like

Refrains in a Song ('87), all dealing with the theme of poverty and prostitution.
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Director's Statement

Women. History. Politics. The rise of Corazon Aquino
as Asia's first woman president created unprecedented
hope for the upliftment of women's condition in the
Philippines. After five years, however, frustrations mount as
the government fails to deliver the changes promised by
Cory's rise to power. On the other hand, becoming a visible
threat is Imelda Marcos. Exiled and loaded, she has the
capability to stage a comeback in Philippines politics, giving
rise to a speculation of an impending war of widows.

The film is complex in its construction. Here one may
see a fragmentation of the narrative into structural episodes,
each one establishing its claim to history. But this process
is countered, impeded, reflected upon through the
intercession of consciousness, a consciousness reified
through the poetry of women, their dance, song, theatre,
visual representations and reflections of experience.

While articulating issues of contemporary relevance, the
documentary seeks to address them in new ways. Effort is
made to find relations between image and sound and word,
de-centered imaging, re-enactments, interviews, and other
deployment of the technical elements of cinema. This also
calls for blowing up Super 8 footages to 16mm, video
transfer to film, sound collage, photo montage — all calling
for an analytical evaluation of social events and finding the
role Filipino women play in these events.
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Paris Sketch
(Direction: Jean Douchet , Jean-Luc Godard, Eric Rohmer et al. France, 1966, 16mm, color, 90 min., )
In France, during the time when the French Nouvelle Vague was at its height, six directors gathered together by
Caﬁ_ziers Du Cinéma collected into one omnibus film the short features they had made showing various scenes of
Paris. Jean Douchet contributed the third feature, Saint-Germain-des-Pres which portrays an American girl who
intensely follows the lives of existentialists and young people who have come to Paris from around the world.
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Tweuty Years Later
(Direction: Eduardo Coutinho,Brazil, 1984, 35mm, color and B&W, 119 min.)
In 1962, Eduardo Coutinho set out to make a film on a peasant leader who was killed by the army using the people
involved as actors. During the 1964 coup, the film was confiscated, and several members of the crew were
imprisoned. Twenty years later, Coutinho found the film and went in search of the actors to document their
subsequent lives. He shifts back and forth between this documentary and the old feature film, destroying the
distincition between fact and fiction and exploring the political dimensions of cinema and history.
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Shoot for the Contents
(Direction: Trinh T. Minh-ha, USA, 1991, 16mm, color, 101min.)
Focusing on questions of power and change, the film is an excursion into the maze of allegorical naming and
storytelling in Chinese contexts. It weaves diverse realms of social and artistic activities while engaging differing
areas of knowledge to reflect on the complex reality of culture and politics in China. It also materializes on screen
the shifts of interpretation in Chinese contemporary culture and politics.
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The Terroriser
( Direction: Edward Yang, Taiwan, 1986, 35mm, color, 109min.)
The Taiwan New Cinema's tendency towards literary adaptation forms a reflexive subtext for the director's third
feature film. A woman author is one of a number of characters around which Yang spins a fabric of intertwining
narratives. The relationships among their stories develop slowly; some don't connect until near the shocking
ending. The film's main concern is with the inter-connectedness of modern life, and how even random actions
reverberate throughout society.
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Nuclear Gipsies
( Direction: Azuma Morisaki, Japan, 1985, 35mm, color, 105min.,)
This chaotic drama centers around a travelling stripper from Okinawa on the road, and widens to include a large
number of people who have also been forced out of so-called "society:" juvenile delinquents and failed teachers,
people who work around nuclear plants, prostitutes, "yakuza," crooked cops... Deliquency, nuclear power, Okinawa,
life and death are but a few of the many themes this work correlates, and, in typical Morisaki style, it is overflowing
with energy.

HIREADBES

(BE.7v>a b7 - %20 7x%—/R=7 > F /19754 ,/35mm/ 7 7 — /415})
RERBENEILLTVD, HIEHROEMBERROHR R 1N F2 AV 5 1) —, BUELEHIE
AEENT, SOED"EF " OHEFBMOTAFINIL VI, A —1) YH#H, S6EDBEHK. TD
WAL Z ko725 A REFBED A —F—D 1 HEBo7z [HEL] . NL—%K0 L BROKERFR %
oz [fExDESDEANDR] o FFR2 AV F ) —ERE LTHELALF = o0 7 2 FEEOMHE
D 3ERTH S,
Personel
(Direction: Krzystof Kieslowski, Poland, 1975, 35mm, color, 47min. )
This documentary captures on film the discussion and debate of an inquiry committee that is attempting to expel an
activist from the (Communist) Party. This film was not released when it was made, but had to wait until after
Solidarity had begun its now-historic struggle and the government. Personel, captures a skilled worker who had
lost his position in the Party after 1956. The film that used for its background a week of practice at a ballet school,
Sept femmes d'dges différents is also included in this collection of three early works by then-beginning
documentarist Krzysztof Kieslowski.
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Whereas the Competition Division will be presenting current movies from around the world,
the subevents will be looking at the past and talking about the future. From one city in Japan
called Yamagata, we will reach out and think about Asia and the world. With the screening of
movies made in Japan and the United States during the World War II, we will be examining the
relationship between war and the media. The post-war Japanese documentary film retrospective
will be examining the connection between film and time as well. Perhaps in addition to
reevaluating the present through history, these programs will fully question the meaning
documentaries have. In the Asia Program, we will show the documentaries currently being made
in Asia, and discuss with the filmmakers themselves the problems and possibilities of Asian
documentary. Along with the young Japanese filmmakers collected in the Japan Film Panorama,
we hope that there will be ample opportunities for free exchange of ideas and communication.
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Pearl Harbor and it's meaning for today
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Curated by Markus Nornes and Yukio Fukushima

The Concept

Why World War II films in 1991? The germinal
idea for this retrospective was the imminent 50th
anniversary of the bombing of Pearl Harbor. Simply
stated, we've gathered a collection of war-time cinema
from Japan and America, accompanied by an extensive
catalog of essays and daily discussions.

In the past year, we've seen the vast political
distance between the East and West collapse and a
regional conflict in the Middle East escalate into
something close to a world war. Our relationship to
these events is intimately mediated by media.The
political landscape is in a state of flux, and it would be
wise to take a step back from this heady atmosphere to
examine our place in it all. The basic concept of this
retrospective is to examine the possibilities and
limitations of cinema at its intersection with the politics
of war.

Our fundamental premise is that, despite media's
sober attitude and claims to objectivity, it is not
innocent and is always controlled by people and
institutions. Indeed, since the Second World War, film
has been used by various governments to promote their
wars. From WWII until the present, cinema has been
imbedded in a corner of the war machine. During the
war years Japanese movie professionals called upon
each other to use "film as a bullet," and American
filmmakers were fond of comparing the camera to a
gun. Put simply, wars are fought not only through
physical violence, but also between media.

This is clear if we consider the role of media in the
recent Gulf conflict. Fighting taking place beyond the
horizon of the sea may only be experienced through
media. War and visual media are comrades in arms,
and in the last half century, this relationship has
developed in tandem with the incredible advances in
technology; the two feed off each other and inspire our
worship.

Therefore, we must step back and critically examine
the relationship between audio-visual media and the
making of war. What are we going to find when we
give wartime media a second glance? How are enemies
manufactured? How are complex political realities
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presented? How does media mediate between the
governments making war, the people building and
shooting weapons, and the people attempting to resist
such projects?

We believe that by looking closely at the
relationship of documentary cinema and the Second
World War, we may learn important, basic lessons for
living in a post-Cold War, post-Gulf War world. The
latter was certainly not a war to end all wars; more are
on the way. As citizens in a media world of global
proportions, now is the time to understand the way
media and war work hand in hand.

The Films

Films to be screened include both the famous and
the unusual. Among the historically important films are
John Ford's December 7, Frank Capra's Battle of China
(from the "Why We Fight Series") and Japan in Time of
Crisis (which was used as evidence at the Tokyo
Trials). Audiences will be able to see films that were
once banned, such as John Huston's Let There Be Light,
and Fumio Kamei's Soldiers at the Front and A
Japanese Tragedy. Our only feature film, Dawn of
Freedom, was the first Japanese-Philippines co-
production and features real POWSs as non-actors. We'll
also screen Asia's first animated feature, Princess Iron
Fan (made by Chinese under the Japanese occupation),
and nearly 40 other films. All the documentaries have
been gathered under themes such as "Pearl Harbor,"
"China," "The Homefront," "Violence," and
"Hiroshima/Nagasaki." Under the title, "Enemy Images
1-3," we've also focused three programs on
stereotyping and racism.

Finally, we will screen two video tapes made in
1991. Rea Tajiri's History and Memory uses footage
from many of the other films to re-write the history of
WWII from the perspective of a Japanese American.
The Gulf Crisis TV Project's Manufacturing the Enemy
was created by video activists to critique media's
presentation of the Gulf War. Both deal directly with
issues central to this event.
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Daily Discussions

Every day, the movie theater will be transformed
into a forum for discussing the issues at hand. Guests
from Japan and abroad will gather daily for three open
discussions about the following themes:

1) The effect of WWII upon documentary cinema.
Film as a cinematic link between nation and
citizen.

2) The role of visual media (film, photography,
posters, etc.) in constructing an enemy, from
WWII to the Gulf War.

3) Visual media (particularly TV's brand of
documentary) at war in the Gulf, and what we
can do as individuals in such a situation.

Participants: Shunsuke Tsurumi (critic), Akira

Shimizu (Kawakita Memorial Film Institute), Tetsuo
Kogawa (critic), Toshiya Ueno (Musashino Art
University), Michael Renov (University of Southern
California), William T. Murphy (U.S. National
Archives), William Nichols (University of California,
Santa Cruz), and others.

Media Wars Catalog

1) Japanese Cinema at War—Akira Shimizu

2) The United States Government and the Use of
Motion Pictures During World War II—William
T. Murphy

3) Warring Images: Stereotype and American
Representations of the Japanese, 1941-
1991—Michael Renov

4) War & Media From Japan to the Gulf—Toshiya
Ueno

5) Cherry Trees and Corpses: Representations of
Violence Between America and Japan—Markus
Nornes

6) Cinema/Nihilism/Freedom—Takashi Nibuya

7) When the Human Beings Are Gone: Shunsuke
Tsurumi and Tetsuo Kogawa Discuss The Effects
of the Atomic Bomb on Hiroshima and Nagasaki

8) Nurturing War: Yamagata's Ideological
Contribution to WWII—Masaki Tomizuka

9) Synopses—Sadao Yamane, Markus Nornes,
Hajime Komatsuzawa
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Opening Ceremony:
Pearl Harbor

Air Attacks Over Hawaii
(Japan/1941/4") The first issue of the
Greater East Asia News, the foreign
language version of Nihon News, which
was distributed throughout southern Asia.
This is a report, in English, of the battles in
Hawaii and Malaysia.

‘December 7

(USA/1942/20") A documentary John
Ford directed for the U.S. Navy mixing
special effects with documentary footage
to recreate the attack. Originally 85-
minutes long, the 30-minute release
version won the 1943 Academny Award
for Best Documentary.

Japan in Time of Crisis

Lifeline of the Sea

(Japan/1933/32") Japan's first "all talky"
documentary (although this is a silent
fragment). After the Japanese navy arrives
in a dramatic (staged) first contact, Pacific
islanders learn Japanese, recite verses
about loving the emperor don uniforms,
and perform military marches.

Japan in Time of Crisis

(Japan/1933/99") Another "all talky" from
the same year. General Araki Sadao plays
benshi and attempts to simplify the
complicated events following the
Manchurian Incident. This film was later
used as evidence in the Tokyo Trials.

China

Diary of Boys Reclaiming the Land
(Japan/1941/29') A 1941 Mantetsu
production. A portrait of young settlers'
daily life in Manchuria. Extolling the
riches of the land and the frontier spirit of
the settlers, the film was designed to lure
more Japanese to move to China.

China Incident

(Japan/29') This Department of Education
film explains the reasoning and history of
Japan's war in China, beginning with the
Manchurian Incident.

Battle of China

(USA/1944/65") Frank Capra produced
this classic propaganda film as one part of
the "Why We Fight" Series. It was used to
brief all soldiers heading for the front, but
was withdrawn prematurely from release
because of it's simplistic description of
Chinese politics (for example, there's no
mention of the Communist Chinese).

The Homefront

Women of Steel

(USA/1943/10") A Rosie the Riviter
classic, featuring American women
working at a steel factory and loving it.
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Women are patronizingly complemented
for their "adaptability to small tools" and
there are frequent comments about
working a "man's job" for a "man's pay."

We're Working So So Hard
(Japan/1945/18') This 1945 film is the
Japanese mirror image of Women of Steel.
Instead of forging steel, these women sew
soldier's uniforms under the supervision of
a male manager who plays substitute
patriarch. Slow and fast motion make the
women's sewing look almost dance-like.

Justice

(USA/1945/3") Ostensively to encourage
workers to take war jobs, this furious
theatrical trailer reminds workers that
every tank, shell and plane kills a "Jap."
Behind this call for "justice" are cross-cut
shots of factories and Japanese corpses.

Our Weapons Series---The Fighting
Homefront

(Japan/1941/12") The first installment of
the "Our Weapons" Series, this short
incentive film shows everyone
contributing to the war effort: junior and
senior high school students, college
students, housewives, old people, and even
geisha. For the most part, all they do is
vigorously polish artillery shells.

Topaz 1942-1945 (excerpt)
(USA/1942-45/5") A sympathetic
government employee smuggled an 8mm
camera to David Tatsuno, one of over 120,
000 Japanese-Americans put in camps.
Under the guards' collective noses, he
filmed his friends and family for the
duration. The form is the home movie;
the setting is the furthest thing from home,
a concentration camp.

Japanese Relocation

(USA/1944/65'") One of the atrocities of
the war was the suspension of Japanese
Americans' constitutional rights and their
imprisonment in concentration camps in
the interior. In this film, the head of the
government agency in charge gives the
government's justification and description
of the "relocation."

Fighting Children—Winter
(Japan/1944/23") One part of a series of
homefront films structured by the seasons.
This particular espisode describes a winter
in Yamagata. Though intended to be
inspiring, audiences today (particularly
those from Yamagata) will probably find
their lives difficult and sad.

Deploying the Students

The Educational System of Japan

(USA/1945/32') Viewers will find a
curious ambivalence in this film. Though
it perpetuates some of the more durable
stereotypes of Japanese (as dull
conformists), it represents an honest
attempt to appreciate the beauty of Japan's
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traditional culture while condemning its
militarization.

Sending Off Our Students (Never to
Return)

(Japan/1943/15") 1In a fall rain, students
from 77 high schools gathered at Meiji
Track Stadium to be formally (and
literally) sent off to die. Among the flag-
waving formalities, the camera briefly
lingers on the mud splattering the backs of
the students. Post-war critics have felt that
by foreshadowing the students' fate, this
was a quiet act of resistance by the
cameraman.

Enemy Images 1

Momotaro vs. Mickey Mouse
(Japan/1934/10") Set somewhere in the
South Pacific, this 1934 animated film pits
Momotaro (the Peach Boy, a traditional
Japanese children's story) and his animal
friends against a vicious, blood-thirsty
Mickey Mouse.

Superman: Japoteurs

(USA/1942/8") In this 1942 cartoon,
Superman saves the day when a Japanese
spy steals a new super-plane (with Lois
Lane inside, of course). As many cartoons
of the day, the Japanese spy is a
treacherous- looking Tojo.

Momotaro's Sea Eagle
(Japan/1943/33") Japan's beloved
Momotaro, the mythical Peach Boy,
proved infinitely flexible as a symbol. In
this famous animated film, Momotaro
leads his animal friends on the attack of
Pearl Harbor. American sailors are
represented by Popeye and Brutus.

Princess Iron Fan

(China/1941/70") This is the first feature-
length animated film in Asia. Though
produced at the Japanese-controlled
Chukadenei Studios in Shanghai, the film
is Chinese in the deepest sense. The
beautiful imagery and mythical characters
all draw on Chinese mythology; the
climax, in which a massive, fire-breathing
ox is brought under submission, was
thought to represent the Chinese
overcoming the Japanese.

Enemy Images 2

Private Snafu: Censored

(USA/S5") Private Snafu's was a regular
feature at the end of the Army-Navy Screen
Magazine (a newsreel for U.S. soldiers).
Each of his animated exploits contained a
moral for the troops, in this case the old
"loose lips sink ships."

Weapons of the Heart

(Japan/52") Extreme closeups of a white
man's face alternate with scenes of
foreigners spying on Japan. After the
paranoia of these scenes, the dangers of
Western thinking are explained, and
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soldiers stomp on, bayonet and burn
British and American flags.

Enemy Images 3

Nippon Banzai

(Japan/1943/15") Famous for its clever
mixture of animation and documentary
footage, this 1943 film covers several
centuries of brutal European colonization.
Chiang, Roosevelt, and Churchill appear
as infants fighting over toy planes and
boats.

Let's Have a Drink

(USA/1945/3") Read between the lines,
this is a call to genocide. After V-E Day,
the film reminds workers that 6,000,000
Japanese soldiers are still alive. The end
title: "Get the Jap and Get it Over!" Here
we can see the attitudes that made the
bombing of Japanese civilians U.S. policy.

Dawn of Freedom

(Japan & Philippines/1944/76') As the
occupation armies entered Japan,
cameraman Miyajima burned the negative
of this feature film recreation of
Corregidor (possibly because American
and British POWSs in the Philippines
appear as actors). This is the only extant
print of the Philippines release version. As
the first co-production between Japan and
the Phippines, Abe Yutaka's classic
propaganda feature film is historically
important for both countries.

Violence

Jap Zero

(USA/1943/16") Ronald Reagan appears
as a cocky, young flier in this training film
teaching pilots how to identify the Zero
fighter plane. Although confident, he
mistakenly shoots at an American; but
he's forgiven because he correctly
identified and efficiently shot down a real
Zero in the end.

Divine Soldiers of the Sky
(Japan/1942/30") This documentary about
a paratrooper school (and its theme song,
as well) were big hits in 1942. After their
climactic practise jump, the new soldiers
march down a road to the battlefield...
under a canopy of cherry trees, a
traditional image of the beautiful death.

Combat Film Report CF-722
(USA/1944/10") This was a classified
"film memo" circulated at the higher levels
of government to report on the progress of
the war on all fronts. CF-722 details the
processing of wounded through a field
hospital in South-East Asia.

Kill or Be Killed

(USA/1944/10") This training film was
produced to prepare soldiers for hand-to-
hand combat. The violence is unadorned
and brutal, a far cry from the slick
Hollywood special effects of Jap Zero.
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Fleet That Came to Stay

(USA/1945/24") This famous combat film
describes the invasion of Okinawa and the
truly frightening defence against kamikaze
pilots. According the the narrator, "It was
a struggle between men who want to die
and men who fight to live."

Civilian Victims of Military Brutality
(USA/1947/10, clip) A short, silent, bed-
to-bed tour of a hospital near Nanking in
1937. Shot simply to record the bodily
traces of the massacre, this is probably the
recently rediscovered film shot by John
Magee, a priest with the Red Cross.

Banned Classics

Let There Be Light

(USA/1946/58') Of all the American
documentaries to come out of the war,
John Huston's Let There Be Light stands
above the rest for its compassionate
treatment of soldiers in a mental hospital.
Huston testifies to the fragility of the
human mind and its ability to rebound
from the extraordinary stress of war.

Soldiers at the Front

(Japan/1937/60") This film is virtually
unknown in the West, but it is undoubtedly
one of the greatest films in documentary
history. Kamei Fumio made it in China
with the cooperation of the Japanese
military. However, alert viewers will
realize that Kamei undercuts nearly every
scene through brilliantly subversive
editing.

Hiroshima/Nagasaki

""Atomic Bombing" Interviews with
Crews of "Enola Gay" & "The Great
Artiste"

(USA/1942/20") These are interviews
with the people that dropped the bombs on
Hiroshima and Nagasaki. They are
unedited, and even include the clapboards.
The crews describe the operation as a
"great, fairy-land project" and express their
collective relief at the flash of light. With
the snap of the clapboard, their comments
sweep from the fantastic to the banal.

Effects of the Atomic Bomb on
Hiroshima and Nagasaki

(Japan/1946/165") Immediately after the
dropping of the bombs, Nichiei film studio
began shooting footage for a documentary.
The occupation government brought the
project to a halt, then began it once again
under the auspices of the Strategic
Bombing Survey. Despite its military
producers, English narration and titles, the
film is Japanese through and through.
Accompanied by botanists, biologists, and
doctors, the filmmakers shot segments
recording the effects of the bomb in the
most minute, scientific detail. Too minute,
because by triangulating the shadows left
on wood and stone, they calculated the
height at which the bombs exploded. This
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was classified information during the Cold
War, and the film remained classified by
the U.S. military until the 1960s.

Films For Discussion

History and Memory

(USA/1991/30") Rea Tajiri's 1991 tape
uses clips from many of the American
films being shown at this retrospective to
look back at the war and rewrite its history.
As a Japanese American examining the
experience of her family in the camps, she
explores cinema's complicity with war-
time racism.

A Japanese Tragedy

(Japan/1946/39") Kamei Fumio's post-war
classic raises the issues of responsibility
and reality. No longer required to be
subtle, Kamei revises the history of the war
Japanese had been given by the
government. He attacks the military
establishment and reveals the ugly reality
behind the "Co-Prosperity Sphere." The
film is famous for its ending, which
features a slow dissolve of the emperor
from his war-time uniform to his peace-
time business suit.

Gulf Crisis TV Project—Manufacturing
the Enemy (28"

(USA/1991/28") Every war needs an
enemy to hate. This tape examines how
the media helps create the enemy as an
image. For the Asian Americans who were
interviewed, the internment of Japanese
Americans during the war is a touchstone
for how we must always be wary of enemy
images and their implicit racism.
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Curated by Yoshio Yasui

#1: Creation Under Occupation

#2: Under the Flag of a United Cause
#3: The Scientific Heart

#4: Lifestyles

#5: Various Experiments

#6: Flowering of Industrial Films

This program continues where last festival's Dawn
of the Japanese Documentary left off, being a
collection of works made between the end of the War in
1945 and the beginning of Japan’s meteoric economic
growth in 1960.

The people during this period were poor, living a
simple life, but they had a dream, a dream of a better
life for which they worked hard to make into reality.
Some people embraced the ideals of democracy, others
strove to guide Japan to recovery through scientific and
technological advancement, while other people
struggled to free themselves from the burden of
poverty. Above all watching films made in this period
will probably make people take another look at and
think again about economically powerful modern
Japan.

Through their work, documentary filmmakers
present us with various views of the living conditions
immediately following the war. The first group of films
are collected together under the heading “Creation
Under Occupation.” The second collection features
works concerned with the public movements from the
time Japan became independent to the revision of the
U.S.-Japan Security Treaty in 1960. The third group
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highlights various scientific films. Glimpses of
people’s everyday lives are offered by the works in the
fourth collection. The fifth group is concerned with
experimental films, which includes both avant-garde
and student films. Finally, the sixth collection shows
examples of industrial films. Although the films fall
conveniently into their allotted time slots when shown,
they tend to fall together into natural groupings. As a
result, the films and the filmmakers are mixed together
somewhat haphazardly. Consequently, I think there
may be some criticism of my method of organization.

As we are attempting to show as many works as
possible during this two-day period, a decision was
made to cut out long films and exploratory
documentaries. There are a large number of works
besides those being screened that I wanted to show, but
we were forced to give up on them because the
whereabouts of various prints could not be ascertained
or because the sheer multitude of films belonging to a
producer made us unable to choose which one to
screen.

If you came here expecting to see a historical
treatment of the post-war Japanese documentary film,
then this program is likely to be unsatisfying, but I have
put it together in the hopes that everyone can find
something of interest in it. I regret to say that the color
films have faded and dulled. Although there are works
that have had new prints made, there are also films
whose colors have faded. I would like to apologize for
the inconsistency.
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1: Creation Under
Occupation

Rushing Forward (Bakushin )
1946, National Railway Worker’s Union.
Direction: Ujitoshi Iwasa

A high rate of inflation and a scarcity
of essential goods marked the failure of
Japan’s economy followinlg_f her defeat in
the War. A series of layoffs and factory
closures followed one after the other.
From the summer to the autumn of 1946,
a campaign began by members of the
National Railway Workers and Sailors'
Unions to prevent further layoffs. This
chronicles the union’s opposition to the
layoff plan devised by the government,
following their general strike until final
victory was achieved.

Children’s Congress (Kodomo Gikai)
1947, Toho Kyoiku Eigabu. Script,
Direction: Shoji Maruyama

After the War, the education policy
became more democratic. Instead of a
“Instill From Above” concept, a sense of
independence was cultivated. Pupils in
Tokyo’s Yotsuya Ward No. 6 Elementary
School convened their own congress to
try and solve the problem of a lack of
rain clothes. Screened in the Toho-
affiliated “Toho Film Classroom”, it
provided an example of leadership and
was enjoyed by the school.

Ancient Farmers’ Lifestyles: Toro
(Kodai no nominseikatsu: Toro )
1948, Shinsekai Eigasha. Direction:
Kokuo Ko%ama, Script: Eiji Murayama,
Photo, ra{) rv Takanori Kishida.

The fall of the military in Japan and
their influence in education made it
possible to analyze history in a scientific

manner. Previously, the emphasis was on
mythology and religion. is film took
the lead in breaking down the wall that
surrounded the Emperor system and
classifying the previously underanalyzed
ancient history of Japan (focusing on the
historical excavation of Toro outside
Shizuoka City). Under the auspices of
Shinsekai Eigasha Film Classroom, this
was screened nation-wide.

The Mt. Fuji Observatory (Fujisancho
kansokusho)

1948, Nippon Eigasha. Direction:
Toshio Yanagisawa, Photography: Seiji
Nakamura.

Before the war, it was extremely
difficult to freely discuss the flag (the
"Hi-no-maru") and that “hg/ly” symbol of
Japan from ancient times, Mt. Fuji. With
the advent of democracy, it became
possible to deal with Mt. Fuji in accurate
and realistic terms. This focuses on the
people who worked in the observatory on
the perpetually snow-capped summit in
such a way that director Yanagisawa was
led to quip, “It turns out they weren’t so
noble as we first believed.”

The Speech of the Girls (Shojotachi no
hatsugen)

1948, The Allied Textile Worker’s Union.
Direction: Takahide Kyogoku, Script:
Taka Atsugi, Photograﬁghy: Tatsuo
Hashimoto, Planning: The Worker’s
Unions’ Council on Film Production. A
Shinsekai Eigasha film.

At a time when worker’s rights were
habitually overlooked, this film shows
the process of how cotton-mill girls were
exploited and woke up to the conditions
around them by starting a labor
movement. Along with the Railway
Worker’s Union’s Rushing Forward and

4 & T2,V “Living Bread
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the Electric Industry’s Union’s We are
Electric Workers, this film marks the
birth of the Worker’s Union’s Conference
of Film Production, or Roei, which
became involved nation-wide in film

production, from production to
screening.
Living on the Sea—A Record of a

Deep-Sea Net Fishing Boat (Umi ni
ikiru—Enyosokobikigyosen no kiroku )
1949, Nippon Eigasha. Direction: Toshio
Yanagisawa, Script: Shinji Takeuchi,
Photography: Shigeo Hayashida,
Hiroshi Shimizu, Planning: Roei, All-
Japan Sailor’s Union.

A 1000-ton net-fishing boat struggles
to catch fish in turbulent waters in the
East China Sea. A dramatic portrayal of
the lives of those who, day and night,
work ceaselessly on fishing boats.

The Whistle Won’t Stop Blowing
(Goteki nariyamazu )
1949, Roei Railway Worker’s
Association. Direction: Tatsuo Asano
Script: Mikio Ohsawa, Photography:
Nakazawa, Planning: Roei, Sﬁinsekai
Eigasha. )
In order to help curb rising inflation
in June 1949, the Yoshida Government,
invoked the Administrative Workers and
Employees Law and began a massive
reorganization of government employees.
In ~ July, the  first list  of
layoffs—numbering 37,000 people—in
the National Railways Corp. was
{Jublished, resulting in the Shimoyama
ncident the next day. The second list
contained 63,000 names, and it led to the
Mitaka Incident. In August, there was
the Matsukawa Incident. This work
presents portraits of the railway workers

living and working in this confusing,
troubled time. According to the director,
it was necessary to check the post-
recording scri[ﬁ with the Public
Transportation Headquarters, which
managed the National Railway, once a
week for about half a year, in other
words, over 20 times.

2: Under the Flag of a
United Cause

Mzgy Da§1952

1952, Kyodo Eigasha, May Day
Production Committee. Plotting: Yutaka
Yoshimi, Photography: Eikichi
Uematsu, et al, Planning: 23'd May Day
Executive Committee, Advertising
Department.

During the Korean War, 49 countries
(communist countries like the USSR and
China were excluded) signed the San
Francisco Peace treaty, ending the U.S.
occupation of Japan. Soon after,
according to the specifics of the U.S.-
Jafan Security Treaty, it was decided to
allow the continued operation of
American military bases in Japan. Both
of these treaties became effective on
April 28, 1952. Widespread protest
movements sprang up and were
suppressed by authorities around the
country under the Anti-Subversive
Activities Law. This is a record of what
happened three days later, on May 1,
“Bloody May Day," when a group of
armed police troops attacked a group of
about 3,000 peaceful demonstrators who
had made their way into the Imperial
Palace Plaza. Two people were Kkilled,
some 2,000 wounded, and 1,232
demonstrators arrested. Many
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LREH, Security Treaty

filmmakers were hunted down in the
movie studios in the red purges, but their
independence was protected when people
from Nippon Eigasha formed the
Association of Japanese Filmmakers and
others from Toho Kyoiku Eiga created
the New Filmmaker’s Association.
These groups grew and expanded, with
artists associated with the industry, the
Japan Cinematografphic Engineers’
Association, an ree cameramen
participating.

The Workers of Keihin
rodosha)
1953, Kanagawa Labor Union
Documentar% Film  Production
Committee. Editing: Shinkichi Noda,
Staff: Association of Japanese
Filmmakers, Japan Cinematographic
Engineers’ Association, Modern
Photographer’s Association,
Cameraman’s Club, New Filmmaker’s
Association, Planning: Council of
Educational Documentary Filmmaking.
After ratification ofarti,le Peace Treaty,
Japan began to steadily rearm. In the
backbone of the Japanese industrial
economy, the Keihin industrial belt,
workers at the American naval base at
Yokosuka, as well as metal-workers and
shipbuilders, engaged in strikes and other
union-related activities to protest the
treaty. Demonstrations took place on the
Keihin Industrial Labor Union’s first
united May Day. This is the first work of
the Conference of Educational
Documentary Filmmaking, which
evolved around the Association of
Japanese Filmmakers and the New
Filmmaker’s Association.

(Keihin

Tsuki-no-wa Tombs (Tsuki-no wa-kofun)
1954, Tsuki-no wa-Tombs Productions.
Plotting: Hideo Arai, Masami Sugiyama,
Yutaka Yoshimi.

The excavation of the Circular Tombs
of the Moon was not limited to the
investigation of specialists; rather, the
villagers and people from other areas
offered support, making it a public dig.
It can be justly said that its success was
due to the combined efforts of both the
public movement to propel the
excavation efforts onward as well as the
sponsorship of the Conference of

ducational Documentary Filmmaking.

The 197 Days’ Battle at Muroran (/97
nichi no tatakai—Nikko Muroran )

1955, Nikko Muroran Documentary Film
Productions. Direction: Nobuhiko
Kanke. Planning: Sohyo, National
Culture Contﬁress.

Before the War, the Muroran plant of
the iron and steelworker Nihon Seikosho
(an affiliate of Mitsui) was used as a
weapons manufacturing plant. With the
end of the Korean War in July 1953, the
steel industry underwent an abrupt 180°
turnaround from the boom of the wartime
gears and was hit with a peacetime

usiness slump. The industry began a
rationalization process. Representatives
of the anti-rationalization movement in
the steel industry triggered off the ‘54
Amagasaki dispute and the Nikko
Muroran strike. This is a record of their
struggle, which included even the
workers’ families, who answered then-
general manager Minoru Takano’s cry for
an “all-around fight to the finish.”

FE#IF5F 5, Children Calling Spring
"Sooner or later, you'll all graduate from
school and each of you will have to decide

your own path in life. Junior high school
students of Japan, we offer you this film, and
our best wishes for your future happiness."
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Record of Blood: Sunagawa (Ryuketsu
no kiroku: Sunagawa )

1956, Nippon Document Film Co.
Editing: Fumio Kamei, Photography:
Masaru Takei, Eikichi Uematsu, Hiroshi
Teshigawara, Tadashi Ohno, Fumio
Kamei, Planning: Sunagawa War
Documentary Film Productions.

When the American military and the
Self-Defense Forces began to secure
their respective bases with land from
farm and fishing areas, a movement
opposing these actions, and the milital?'
in general, sprang up and soon spread all
over the country. Following the
demonstration against the American test-
firing range in Uchinada Village,
Ishikawa Prefecture, in 1953, there were
more protests against the expansion of
bases in Tokyo’s Shita- Sunagawa-cho.
Farmers who wanted to protect their
land, as well as anti-nuclear protestors,
surrounded the area, preventing a
compulsory land measurement for two
years. This record of their struggles was
filmed in October, 1956.

Security Treaty (Anpo joyaku )
1959, Sohyo Film Productions.
Direction: Toshio Matsumoto.

The negotiations on the revision of
the U.S.-Japan Security Treaty began in
autumn 1959, with an eye towards
unifying the growing Japanese military
and the American military, and securing
American strategic concerns. By
organizing 134 various organizations
around itself, the Socialist Party and
similar groups launched a large-scale
anti-revision movement called “The
Peo[EIJe’s Congress to Halt Revision of
the U.S.-Japan Security Treaty.” This
film criticizes the revision of the treaty as

the first step down the road leading Japan
to war once more. A typical Matsumoto
film which utilised techniques then at the
vanguard of filmmaking. It sparked off
several controversies.

June 1960—Rage Against the Security
Treaty (1960 nen rokugatsu—Anpo e no
ikari )

1960, Anti-Security Treaty Film
Productions et al. Planning, editing:
Shinkichi Noda, Yukio Tomizawa,
Tetsuro Ohnuma, Masami Sugiyama,
Photography: Security Treaty Films’
Photogra §Gr0up.

The U.S.-Japan Security Treaty was
signed in America in 1960. The
Japanese negotiating group appointed by
Prime Minister Kishi returned home to
violent protests. On Ma% 19, the
Security Treaty Ratification Committee
forced ratification through the Diet. Qn
threﬁ separate o&casions in June (the 4,
15t and 220d) general strikes were
called; in June, the visiting Secretary of
the American President was surrounded
by demonstrators and had to be reschued
by helicopter; and, on June 15th 4
Tokyo University co-ed named Michiko
Kaba died when the Diﬁ:t %remises were
stormed. On June 191, the treatlv) was
ratified, and the following day, Prime
Minister Kishi announced his
resignation. This is a record of the
events that took place during the hot
month of June.

#3: The Scientific Heart

Living Bread (Zkiteiru pan )

1948, Nippon Eigasha. Direction:
Dairokuro Okuyama, Original Story:
Nikichi Ohta, Script: Munetoshi Shinjo,
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JL#5.Hokusai

HERDE  Limitless View

Photography: Yonesaku Kobayashi,
Production: ‘\i"okichi Ishimoto.

In the years after the War, when food
was scarce and supplies even scarcer, a
large number of families made their own
toasters by putting two pieces of bread
between electrodes and toasting them.
More often then not, they were unable to
make a decent piece of toast with this
arrangement. at they wanted to know
was the secret of making bread,
specifically, how to use yeast germs to
raise bread while it baked. This film was
made to teach people the proper methods
of baking bread. It is said that Tokichi
Ishimoto wore out the soles of his shoes
running back and forth between the
Ministry of Agriculture and various
bread manufacturers trying to raise
materials and funds for this movie.

Ageha Butterfly (Agehacho)
1949, Ni }t)lon Eiga §hinsha. Direction:
Nikichi Ohta, Script: Yukata Yoshimi,
Photography: Kiyoji Suzuki, Executive
Production: Tokichi Ishimoto.

A nature film produced by Nikichi
Ohta and Kiyoji Suzuki, both famous for
their work with Jujiya Eigabu before the
war. The film portrays the life and habits
of the ageha butterfly.

Life of Rice (Ine no issho )

1950, Ng)é)on Eigasha. Direction:
Nikichi ta, Seiichi Kabashima,
Photography: Kiyoji Suzuki, Yoshihiko
Goto, Executive Production: Tokichi
Ishimoto, Planning: Ministry of
Agriculture, Ie no Hikari Kyokai.

All about the ecology of rice, the
mainstay of the Japanese diet, this film
describes the growth process of rice with
detailed photography, and received
critical acclaim.

The Ecology of Tuberculosis (Kekkaku
no seitai)

1952, Nichiei Kagaku Eiga Seisakusho.
Direction: Dairokuro Okuyama,
Photography: Yonesaku Kobayashi,
Executive Production: Tokichi Ishimoto,
Planning: Ministry of Health and
Welfare, the C0n¥erence on the
Prevention of Tuberculosis.

Japanese film companies, recoverin,
from management difficulties, eliminate
their educational film division in 1951,
and underwent a thorough personnel
shuffle. The Nippon Eiga Shinsha
(which Toho had invested in) underwent
a rebirth. Producer Tokichi Ishimoto
organized Nihonkagakueiga seisakusho
(Japan Scientific Film Productions), and
the career of Rinko Nakamura began to
take off. This was made to help explain
the most fearsome disease of the time,
tuberculosis, and also offer preventive
measures against it.

The World of Vacuum (Shinku no sekai)
1953, Nichiei Kagakueiga Seisakusho.
Script, Direction: Rinko Nakamura,
Planning: Educational Film Distribution

Coxpl;

he Educational Film Corp. was born
in 1949 with the purpose of distributing
newly-made 16mm educational films to
schools around the country. This
explains exactly what a vacuum is and
shows various experiments dealing with a
vacuum being carried out. It was made
as the first in the company’s “Japan Film
Encyclopedia Series" by a female
director.

Thread Worm (Gyochu )

1957, Iwanami Productions, Script,
Direction: Teruo Atsumi, Photography:
Rokuro Yoshida, Planning: Japan

228D % { % A H. The Day the Air Disappears
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Society for Protection from Parasites.

Teruo Atsumi, who made Sumiyaku
hitobito (Charcoal Maker?) in 1940,
established himself as a prolific freelance
filmmaker after the War. He made many
works with the Iwanami Eigaseisakusho,
established in 1950. In this film, he
describes the ecology of a pest that
greatly afflicted the people of the time:
the threadworm.

Bridge Plans (Hashi no shikumi )
1957, Iwanami Productions, Script,
Direction: Masao Yabe, Photography:
Shoichi Tomizawa, Planning: Yahata
Seitetsu

Iwanami's scientific film know-how
was soon re-born into the television era.
On December 15, 1957, Nihon TV
(which first began broadcasting in 1953)
began broadcasting a new series,
Tanoshii Kagaku (Exciting Science).
Determined not to fail with the first
episode, Hashi no shikumi, Iwanami
chose to hire freelancer Yabe as the
director. Like the true artisan he was,
Yabu produced an excellent film that is
easy to understand.

The World of Microbes : In Quest of
the Tubercle Bacilli (Mikuro no sekai:
Kekkakukin wo otte )

1958, Tokyo Cinema. Direction:
Tetsuro Ohnuma, Masami Sugiyama,
Script: Yutaka Yoshimi, Photography:
Yonesaku Kobayashi, Production: gozo
Okada, Planning: Chugai Seiyaku.

This is the representative work of
Kobayashi, who 1s renowned for his
microghotogra‘phy on Ikiteiru pan and
Kekkaku no seitai. This time, he carries
out his quest for the tubercle bacilli in
Eastman Color. Tokyo Cinema was

founded in 1954 by Okada. This film
won awards at various festivals,
including the Venice Documentary Film
Festival.

The Wisdom of the Orangutan
(Oranuutan no chie )

1960, Nippon Eiga Shinsha. Direction:
Tomoko Fujiwara, Junko Yamaguchi,
Photography: Shigeru Shirai, Takehiko
Sakazaki.

A record of the various experiments
carried out to test the intelligence level of
orangutans bred in a nature park zoo.
The soft-spoken tone of the female
narrator is in keeping with the nature of
this work, produced by a female
producer.

Marine Snow: The Origin of Oil
(Marin suno—Sekiyu no kigen )

1960, Tokyo Cinema. Direction:
Shinkichi Noda, Tetsuro Ohnuma,
Script: Yutaka Yoshimi, Photography:
Yonesaku Kobayashi, Production: gozo
Okada, Planning: Maruzen Sekiyu.

The origin of solar energy oil that
lies sleeping at the sea floor and the
shape of plankton is the subject of the
film, here shown in its abstract ethereal
beauty in Eastman Color. This won
many awards both inside and outside
Japan.

#4: Lifestyles

Korean Tragedy (Chosen no hi%eki )
1953, Nippon Eiga Shinsha. Editing:
Goro unasga, Haruo  Kudo,
Photography: Shigeo Hayashida.

The third winter of the Korean War.
This shows the devastation that had
befallen Seoul and its people and is also
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Print sources: )
Nippon Eiga Shinsha
Iwanami Eizo Hanbai
Tokyo Cinema Shinsha
Nichiei Kagaku Eiga Seisakusho
Kyodo Eiga
Kyohai
Nippon Document Film Co.
Teshigawara Productions
Nichiei
Kansai Kyodo Eiga
Kansai Electric Co.
Kyoto Cultural Foundation
Planet Film Library

M OFNE#% Village Women's Classroom
"The way they study is by listening to lectures
and hands-on training. But this time we'll
feature a discussion about how 'Everyone
thinks they want to become good mothers." We
thought we'd shoot what happens at a village
school for women."

& ) DEDFE#E Record of a Mother

a record of war's tragedy before the July
1953 cease-fire accord was reached.

Ch}illglren of the Bases (Kichi no ko-
tachi

1953, Tokyo Kino Productions. Editing:
Fumio Kamei.

After Nihon no higeki (Japanese
Tragedy), Fumio Kamei became
involved in feature films like Senso fo
heiwa (War and Peace) and Onna no
issho (The Life of a Woman). With this
film, he returned once more to the
documentary film genre. It examines the
lives of children living near the
American military bases, and shows the
bases' bad influence. There are many
thought-provoking scenes, such as the
one depicting the abandoning of a half-
American, half-Japanese child; the one
showing black market trading of the
dollar; or the desperate charcoal maker
killed while trying to dodge a shell at
Tozawa village in Yamagata Prefecture.
This film expounds on the troubled
conditions at Yokosuka, Uchinada, and
other locations...all military bases.

Record of a Mother (Hitori no haha no
kiroku )

1955, Iwanami Productions. Direction:
Takahide Kyogoku, Script: Ujitoshi
Iwasa.

The life of a housewife at a silkworm
cocoonery in Inadani, Shinshu. We are
offered a picture of the conditions in a
farming village and a re-evaluation of
reality. Produced and made without the
use of actors in order to increase
dramatic reality, this gave rise to a debate
in a regular cinema magazine about
whether or not documentaries were
fiction or not.

Children of Kujukurihama
(Kujukurihama no kodomotachi)
195]6, Toei Kyoiku Eigabu. Direction:
Keita Toyota, Script: Ujitoshi Iwasa,
Photography: Susumu Urashima.
Kujukurihama echoes with the
thunder of shells being fired at the
nearby military test-fire range. Due to
the poverty in their coastal fishing
village, the boys must help with the
fishing and the girls must become live-in
apprentices, causing them to be absent
from school for long periods of time.
This is a strong work which captures the
urgent problem of these reluctantly truant
children.

Village Women's Classroom (Mura no

fujin gakkyu )
1557, Iwanami Productions. Script,
Direction: Sumiko Haneda,
Photograpl\l/iy: Shizuo  Komura,
Planning: Ministry of Education Audio-
Visual Division.

A study of Japan as a male-

dominated society in which housewives
are oppressed. In villages, even inside
their own homes, housewives came
under the watchful eyes of their mothers-
in-law, unable to do what they wanted to
do and say what they wanted to say. In
this film, Haneda's first, some of these
housewives gather in a temple and share
their thoughts with each other.

Town Politics—Mothers Who Study
(Machi no seiji—Benkyo suru okaasan)
1957, Iwanami Productions. Script,
production: Toshie Tokieda,

Photography: Suehiko Fujise.

Housewives living in the town of
Kunitachi, near the American military
base in Tachikawa City, gather in the
Public Hall in order to study the town's
government. This film shows their
efforts to improve the government. Seiji
Yoshida, a producer of the Iwanami
Productions, began to use new young
talent like Sumiko Haneda and Toshie
Tokieda, and so a fresh new current
began to blow across the documentary
filmmaking.

The People Who Make Cloisonné
(Shigpo o tsukuru hitobito)
1959, Iwanami Productions. Direction:
Genichiro Higuchi, Script: Susumu
Hani, Junpei Yoshihara, Hideyuki
Inubuse, Photography: Denichi Ikeda,
Planning: Nihon Kokan.

The first episode in Iwanami's world-
examining television series Nenrin no
Himitsu (Secret of the Annual Growth
Rings), which was a continuation of its
Exciting Science series. It was originally
broadcast on Fuji Television. Genichiro
Higuchi, who later became known for his
bee research and who made Jyooobachi
no shinpi (The Mysteries of the Queen
Bee), was in charge of production.
Noriaki Tsuchimoto made his debut with
the second episode of the series, Izumo
kagura (The God Dance of Izumo). The
series' name was later chan%ed to Nihon
Bunka Shiriizu (Japan Culture Series)
and commercially marketed.

Children Calling Spring (Haru o yobu
ko-ra)

1959, Shinsekai Productions. Script,

HANX 22X Y5 -8l o B
Flourishing of Japanese Documentary

75




Direction: Toshio Matsumoto,
Planning: Shinroshido Series Planning
Committee.

Made as a guide for middle-school
graduates. It throws doubt on the
practice of young people going to the
city to seek employment without
contlpullr\l/% their education. As far as a
Toshio Matsumoto (who advanced his
avant-garde cinematographic theories in
magazines like iroku  eiga
[Documentary Film] and Eigahihyo
[Film Review]) work goes, this is a fairly
orthodox one.

#5: Various Experiments

The Day The Air Disappears (Kuuki
no naku naru hi)

1949, Nippon Eigasha. Direction: Sueo
Ito, Original script: Seiji Iwakura,
Photograp@[y: Kaichi Okojima,
Production: Tokichi Ishimoto.

Made by Sueo Ito, previously known
for his Taimen tetsudo kensetsu kiroku
(Taimen Railroad Construction Record),
and Hiroshima, Nagasaki ni okeru
genshibakudan no koka (The II;ﬁ‘ects of
the Atomic Bomb Dropped on Hiroshima
and Nagasaki, which will be shown in
"Media Wars."). A group of villagers

anics after hearing a rumor that, due to

alley's Comet's fly-by of Earth, the air
will disappear for 5 minutes. The film
offers a critical portrait of the rich
villagers who buy scuba-like breathing
tubes in order to save their own lives.

Hokusai

1953, Seinen Productions. Direction:
Hiroshi Tesh}gawara, Plotting: Ryo
Yoshikawa, Photography: Susumu

Urashima, Hiromi Hasegawa, Junichi
Segawa.

A [I)roduction of a group called
Seinen Productions (which was made up
of the children of famous authors and
artists) this film was sponsored by the
National Museum Archives and is
director Hiroshi Teshigawara's debut
work. It is a realistic film which shows
the results of the attempts of villages
artisans to produce a hokusai flower.

Children in the Classroom (Kyoshitsu
no kodomo-tachi )
1954, Iwanami Productions. Script,
Direction: Susumu Hani Photography:
Shizuo Komura, Planning: Ministry of
Education Audio-Visual Division.
Breaking away from the tpreviously-
established methods of making
educational films, this succeeds in
showing school children as they really
are. In order to achieve their desired
effect, the filmmakers stayed in
classrooms until the children forgot that
the camera was there. Made without any
planned scenario, it is a simple recording
of the everyday lives of schoolchildren.

Limitless View (Mugen no hitomi )
1955, Seijo High School Student's
Council. Script, Direction: Tadayoshi
Kudo, Photography: Yoichi Kuroda,
Hajime Kubota, et al.

Meet Makoto Chiba, a high school
senior who was in third grade when the
atomic bomb was dropped on Hiroshima,
Eiving him leukemia. In order to help

im, the Student Council starts to collect
money and organize blood drives. As
part of their efforts, they enlisted the hel
of universitﬁf students and professionals
in making this film. This is an example

of films made under the aegis of student

roups. Beginning with Waseda

niversity's Tomon Scenario Research
Group's Kujukuri (Production: Tadashi
Nirasawa), every university began to
enter into independent production.
Tsuchi no uta (Song of the Earth; Tohoku
University Agricultural Department), and
Hikoichibanashi (Hikoichi's Story;
Waseda University's Scenario Research
Group), participated in the 5" World
Student's Peace and Friendship Festival
Culture Competition, held in Warsaw in
1955, and was awarded the prize for Best
Film, Best Script, and Best Documentary.
At this time, Shinsuke Ogawa, who in
1957 made Chiisana genei (Small
Phantom), was a student at Kokugakuin
Un1ver518/, in the Cinematography
Research Group.

The Nail and Sock's Conversation
(Kusgi to kutsushita no kaiwa )
1958, Nihon University's Arts
Department Film Research Group.
Nichidai Eiken (the brainchild of
Motoharu Jonouchi and Masao Adachi),
dissatisfied with the lectures and classes
offered in their university, independently
hire a teacher and open a study group of
their own. This film, which breaEs out of
the realm of student films and even had
an influence on professionals, is neither a
documentary nor a feature film, but
rather a film ﬁased on the free expression
of ideas.

6: Flowering of
Industrial Films
Sakuma Dam—Part 1

1954, Iwanami Productions. Script,
Direction: Takeji Takamura,

Photography: Shizuo Komura, Editing:
Chonosuke Ise, Planning: Dengen
Kaihatsu.

Japan's economy entered an era of
reconstruction during the Korean War.
To meet the growing demand for power,
generating plants were soon under
construction all across the country, and
the number of  construction
documentaries also increased. This
received the highest award at the First
Southeast Asian Film Festival and was
released commercially, attracting
attention as an industrial PR film. The
%hoto raphy, using Eastman ASA 25

olor film, is painstaking.

History of the Valley (Tanima no
rekishi )
1954, Nippon Ei%a Shinsha. Director:
Shigeru Kuwano, Photography: Susumu
Namiya, Planning: Kansai Electric Co.
A record of the construction of the
Maruyama Hydroelectric Plant in Yaozu-
machi, Gifu Prefecture, this is also a
unique PR film, as it also shows the
situation of the village that sunk to the
bed of the lake in Kisogawa. Also of
interest is the music of Akira Ifukube,
who, in the same year, composed the
music for Godzilla and Sakuma Dam.

Country Life Under Snow (Kono yuki
no shita ni)
1956, Tokyo Cinema. Direction:
Shinkichi N%da, Photography: Kaichi
Okojima, Script: Yutaka Yoshimi,
Planning: Tohoku Electric Co. ]
A portrait of life during winter in
Yamagata Prefecture's urayama
district. The production aimed to show
villagers the advantages of converting to
electric power. But as it also focuses on
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the heart of these people's lives at the
time, thﬁare are many nostalgic scenes.
The 10 production of Tohoku Electric,
shot in Eastman Color.

Kurobe Valley (Kurobe kyokoku)
1957, Nippon Eiga Shinsha. Script,
production: ensuke Nishio,
Photography: Shigeo HaKashida,
Masami Fujita et al. Editing: Chonosuke
Ise Planning: Kansai Electric Co.

Between 1956 and '57, a large
number of exploratory research films
was released, such as Karakorumu,
Mesopotamia, Manasuru ni tatsu, Shiroi
Sammyaku, and Nankyoku tairiku
(Antarctica). This film, a record of the
construction of the Kurobe Dam, is a
dam movie of a tIype never before seen,
made in the style of the exploratory
documentary films mentioned above that
were so popular at the time. In Eastman
Color.

Symphony in Steel (Atarashii
seitetsusho

1959, Iwanami Productions. Script,
Direction: Chonosuke  Ise,
Photography: Junichi Segawa,
Planning: Kawasaki Steel.

Large-scale manufacturers and
industries were the companies that bore
much of Japan's economic growth. After
the large construction companies that
specialized in dams, the steel industry
also began to produce industrial films.
This is a representative work of that early
period. onosuke Ise, the editor of
works like Sakuma Dam and Kurobe
Valley, took part in the production. He is
a filmmaker capable of naturally picking
up and responding to a film's rhythm,
even if he himself had not been present at

the scenes where the film was shot.
Although these people were involved
heavily in the post-production of PR
films, they began also to take an active
hand in the photography as well. In
Eastman Color and Cinemascope.

Sea Wall (Kaiheki )

1959, Iwanami Productions. .Direction:
Kazuo Kuroki, Script: Shigeru Kuwano,
Planning: Tokyo Electric.

A record of the construction of the
new, powerful thermal power station at
Kurihama in Yokosuka. Using a former
naval breakwater to make a "sea wall,"
land reclamation for housing begins.
This is a PR film designed in the spirit of
service, and does not betray the viewers'
imagination or bore them with its
portrayal of the various construction
efforts. In Eastman Color and
Cinemascope.
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The theme of the second Asia Symposium is:
"Creativity vs. Objectivity: Aesthetics and Activism
in Documentary Filmmaking." Once again, we hope
to have Asian filmmakers and critics lead the
discussion. Some participants will talk about the
tendency to aesthetics which favours the concept of
creativity. Others will talk about activism and the
need to respect objectivity and the truth. We believe
that this theme encompasses the central dilemma for
any filmmaker wishing to tackle the documentary.

The Panelists

Cheang Shu Lea, video activist

Originally from Taiwan, Cheang Shu Lea has, for the
last ten years, been involved with New York City's "Paper
Tiger TV Collective," which produces programs for public
access television. These programes set out to criticise
mainstream media and demystify the information industry.
Cheang has ventured into the genre of video installations
that is socially and politically engaged and has presented
such work in museums and galleries.

Jeon Yang-June, film critic

Jeon Yang-June (born in 1959) has been continuously
active in the independent film movement since he was a
university student. After returning from England, where
he studied filmmaking, Jeon has lectured on film theory
and film aesthetics at various universities. He has also
founded Film Language, a seasonal magazine that fills the
hole created by the lack of film theory magazines in
Korea.

Koshi Ueno, critic

Born in 1941. Learned in Chinese literature, he is a
particular admirer of Lu Xun. Ueno has a deep interest
not only in literature, but also film, music, comic art,
photography, theater—indeed, all aspects of popular
culture. He has published critical works relating to film,
culture, and society. He is the author of Lu Xun (1974)
and Film: Dreams of Anti-Heroes (1983), works which
attempt to capture the mood of the times and cultural
phenomena. One of his recent critical works is The Age
of the Body (1989).

Nick Deocampo, filmmaker

After making his name with a controversial trilogy of
Super 8 documentaries, Deocampo went on to study in
New York. Upon his return to the Philippines, he assumed
the directorship of the Mowelfund Film Institute which
was set up by the country's film industry to look after the
welfare of filmmakers, but has instead acquired a
reputation as a haven for young filmmakers doing
experimental and daring work.
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Essay
The Garden and the

Wilderness: Creativity vs.
Objectivity in
Documentary Filmmaking
By Stephen Teo

In Defence of Truth and Reality

An American documentary filmmaker was quoted
recently as saying, "People still have this somewhat
absurd notion that documentaries are about truth and
reality........ it's not understanding what the tools are." That
the notion is absurd is usually predicated on an aesthetic
argument, which goes along this line: the objectivity of
truth and reality works against the subjectivity of style and
creativity; the camera is an extension of the subjective eye
and thus, of the subjective human mind; hence, there can
be no objective reality and truth is subjective. Yet the
question persists, "If documentaries are not about truth
and reality, what are they about?"

It seems to me that if we must apply the concept of a
tool being an extension of the human anatomy (the pen as
an extension of the hand, the computer the extension of
the brain, the camera that of the eye), we are, in effect,
putting man at the centre of the natural world. It is the
notion that man controls nature because nature is an
extension of himself. And, of course, man creates from
nature what is needed for his existence. He changes
nature to build cities, he hunts game for food, he mines the
earth for minerals, he cuts down trees for timber, he burns
forests for land. He is constantly creating, changing the
natural world to his own design and for his own benefit.

At a point when earth is shrinking to man's design,
isn't it about time we ask ourselves whether the natural
world is indeed a part of our subjective human existence?
If nature has no objective existence other than what we
make of it, is nature that is distorted the only kind of
nature, hence, the only kind of reality?

Man's urge to centralise himself in the natural
environment is the justification for his changing—or
destroying—the environment, for turning the "wilderness"
into a "garden." But just because the garden is his only
reality, has man no moral obligation to acknowledge God's
wilderness?

Before settling into the garden of a river-civilisation,
Moses and the Israelites were condemned to wander in the
desert for forty years. Perhaps this was God's way of
asking man to acknowledge His presence: if man were
suddenly to find himself in the middle of a desert, would
he be forced to confront not himself but the real world?
Man has yet to create that tool which approximates the
desert as the extension, not of himself but of reality. Yet,
there are some people who have said that of the camera. It
approximates nature, the real world.

The Real Tool

The camera-as-nature (reality) and the camera-as-
subjective-eye (creativity) are two arguments which must
necessarily preoccupy the filmmaker, particularly the
documentary filmmaker. To say that it is the yin and yang
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of documentary film theory is to recognise that there is
harmony between reality and creativity, subjectivity and
objectivity. Some critics will say this is a romantic notion
made only more so because of the practical impossibility
of reconciling the two. My response would be that it is
only man's cynicism towards man which has made it
impossible. I am reminded of another "tool" quote, by
photographer Eve Arnold: "The tool of photography is
not the camera but the photographer." If we follow this
dictum, the theory which holds that the camera enables us
to tackle both reality and creativity remains valid. I would
say the camera remains unaffected by man's sentiments.

The fact of the matter is that the aesthetics of cinema
admits possibilities, not impossibilities. In the same way
that one rejects reality as an aesthetic impossibility, one
may qualify it as an aesthetic necessity. If there is such a
thing as distorted reality, there is such a thing as reality to
begin with. In other words, is there not also an aesthetics
of reality (has the concept of neo-realism been so long
forgotten?) just as there is an aesthetics of fantasy and
invention? Is not the cinema big and wide enough to
accomodate both? Truth and reality is no more an absurd
notion in documentary as it is in fiction.

It is the filmmaker who has the right not to respect, or
recognise this harmony. There may even be those
filmmakers who will reject the idea of the camera as an
extension of the natural world. But their argument, it
seems to me, is purely a political one. This is because if
one chooses to argue against reality as opposed to
creativity, one makes a political decision to go one way or
the other. When confronted with such a dilemma, a
filmmaker may usually say, "Let's be creative." Having
said that, he or she may qualify it further, "But let's also be
truthful........ let's also be faithful to reality."

In the context of documentary cinema, reality is God's
wilderness. It is that desert in which man wanders and
faces the natural world. In the event, he may even search
into himself and come up with a better understanding of
his environment. A political choice is thus an act of faith.
It is that higher faith sustained by man's hope for a better
world and the faith he has towards his natural
environment, as opposed to the blind faith which is
entrusted to politicians or political parties. It is, of course,
a faith one has in both creativity (oneself) and in God's
wilderness. It is also the faith in which one questions
man's creativity when it goes dreadfully wrong. Creativity
such as the Nazi extermination camps, the system of
apartheid, and the rewriting of history in which on the
night of June 4, 1989, no one died in Tian'anmen Square.

Creativity is a concept which is not only valid to artists
concerned about style but also to politicians who seek to
doctor truth in the name of an ideology and may actually
use the film or video image for that purpose. (Artists, too,
are politicians of a sort. Both are concerned with their
kinds of truths—whether wholly creative or based on
reality—which they seek to impose upon others.) Within
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a specific single work in the documentary format,
creativity is a concept which is said to be in "conflict"
with objectivity. This is a phrase which we hear in the
narrative of Trinh T. Minh-ha's film Surname Viet, Given
Name Nam (1989).

Trinh's Dilemma

Trinh's film utilises actors who play roles and are
interviewed on camera as if they are real characters.
These characters, all women, include a doctor, a refugee
and a student. They talk about the status of women and
the sufferings of war. These footage are intercut with
actual interviews of Vietnamese women living in America
shot in a more conventional "documentary" manner. They
too talk about their status in Vietnamese society and their
immigrant status in America. This is a method which is
not alien to fictional films, in which real people intrude
into the film's narrative which is patently not real. For
Trinh, the whole process was a situation in which
"creativity seems to be in conflict with objectivity." One
may call this Trinh's dilemma.

Trinh's film appears to be structurally complex largely
because one expects a documentary but did not expect that
it would contain actors reading lines and giving a
performance, successfully maintaining the illusion of
reality. Does it detract from documentary realism? I
would say not. On the contrary, it reinforces its arguments
and makes an interesting foray into aesthetic concerns
about the art of filmmaking and its role in society.

Trinh's dilemma is more moral than aesthetic. It may
be that she is disposed towards creativity, just as America
at large is disposed towards creativity. America is, of
course, the greatest garden on earth in the 20th century. It
stands as a testimony to man's creative efforts which has
changed the landscape of earth and is about to conquer
space. Its emphasis on creativity knows no bounds. It is
the land of Walt Disney and George Lucas. It is the land
where a documentary filmmaker can say it is an absurd
notion that documentaries are about truth and reality, and
mean it.

However, the very idea that creativity seems to be in
conflict with objectivity implies either that creativity
should take precedence or that one has a moral obligation
to truth and that creativity can only go so far. The buck of
creativity stops at the door of truth and reality. It only
remains for Trinh to open that door and step in, as she has.
Her courage in doing so shows us that it is America's
moral obligation to take into account truth and reality at
the same time as she also creates.

Hence, Trinh's dilemma grows out of America's need
to create. However, quite apart from its moral posture, it
is also valid as a purely aesthetic or theoretical concern in
America. Conventional wisdom has it that America is rich
enough, liberal enough and intelligent enough to afford
both theoretical and practical expericnce. We must ask
ourselves whether such a state of pure aesthetic
questioning can be accepted as a basic freedom in Asia.
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The Asian Wilderness

Asian filmmakers have lamented the state of
documentary filmmaking and at the state of creativity in
Asia. Trinh's dilemma is a privilege which Asian
filmmakers strive to possess but is denied them. It is
denied them not because they do not possess the talent to
create but because society imposes upon them a greater
obligation towards creating "distorted truths." Film
industries in Asia are thriving but it is that industry which
creates dreams and is fully devoted to the expression of
style. Ironically, the search for truth and reality is only
possible if one looks for it in fictional films. It is no secret
that in Asia, documentaries are usually films which offer a
beautified version of society.

In this respect, it is instructive to refer to a Vietnamese
documentary Chuyén tu té/How to Behave (1985), directed
by Tran Van Thuy. This is a film made on the verge of
Vietnam's own attempts at opening up its society and
carrying out social reforms although the film's actual
content has to do with instilling humanitarian ideals,
altruism and caring for others. It contains a scene in
which the film unit approaches a brick factory hoping to
interview workers. A man rushes out, holding a spade as
if to threaten the trespassing crew, and cried out for them
to go away: "I've had enough of you film people! If
you're so smart then show how we really live......aren't you
ashamed of making it all up!"

In the West, a right to aesthetic creativity is taken for
granted. There is no shame in "making it all up" so long
as the general principles of truth and reality are observed
and entertainment is guaranteed at the same time. In Asia,
the documentary filmmaker faces a more austere list of
priorities. I mean here the filmmaker who is an
independent artist with no structural back-up either from
the state or a big company. Even if he is a mere
employee, but wishes to take an independent stance, he
must, like Tran Van Thuy, confront the man with the
spade. In symbolic terms, this man with the spade is he
who comes out from the wilderness.

In the quest to transform their countries into gardens,
governments in Asia develop different ideas about
creativity. Filmmakers and artist-intellectuals who are in
the front-line of creativity know only too well what
governments expect of them. If the filmmaker develops a
conscience and becomes aware of the aesthetic
possibilities inherent in social truth and reality (which
effectively reflects the democratic needs of the people), he
finds his nemesis in authoritarian government. The power
of authoritarianism and the weakness of the artist (or the
individual) in relation to this power is itself an open reality
in Asia.

The power of authoritarian government is apparent not
only in the suppression of individual rights but also
extends to its ability to co-opt artists and intellectuals into
its sphere. This is the phenomenon of artists serving a
confined sector of culture falling under the realm of
"officialdom." Anything outside of "official" culture
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becomes immediately suspect. Can one blame the artist so
co-opted into the system? It is perhaps too simple to
blame his sense of nationalism or love of country. If one
trades off authoritarianism for political stability and
economic development, one's role as an artist is
necessarily subjugated to the common good. It is the price
which the artist pays for his country. Anarchy and chaos
may otherwise result; poverty and misery, the state of the
human condition.

A Good Image and A Hard Head

But how far can personal patriotism sustain—or
justify—suppression? The late Filipino director Lino
Brocka was, in his lifetime, an outspoken source of
anecdotes about the artist face to face with dictators. He
spoke of once confronting Imelda Marcos, whose idea of
movies is that "it must show what is true, what is good and
what is beautiful of a country." Lino Brocka wasn't one to
flinch from showing poverty and squatters. Up till his
death from a car accident in May 1991, Brocka was the
eternal critic, himself often criticised for not presenting a
"good image of his country."

The idea that "national development" must take
precedence is the end which justifies oppressive means.
The concept of political stability which, therefore,
guarantees economic development is equated with
authoritarian government. Art and culture exists on the
subsidiary level below politics and economics. It is, in
fact, conditional on the achievement of higher living
standards which only economic development, predicated
on political stability, can give. Human creativity as a
concept is only sustainable so long as it is channelled
through "officialdom" and aids in "national development."

The assumption is that once a country becomes more
"developed,” a more materially satisfied people would
then seek to become more "cultured." Human creativity
then takes its rightful place in society. Such is the
assumption of one who lives in rarefied atmospheres of
political stability "guaranteed" by authoritarian
government. It ignores the fact that culture already exists
in any given community, whether or not such a
community is rich or poor, at peace or at war. It is also
true to speak of political and economic activity as a form
of culture. (I mean by culture a mode of behaviour with a
certain code or structure. It must entail communication
between peoples, and the technique of such behaviour and
communication therefore implies art.)

But culture as a fact inherent in man remains innate if
it is given no expression. The artist who insists on
creativity or aesthetics in such a situation subjects art to
form. In the mainstream cinema, one talks of style as an
end in itself. This suits governments who don't want their
artists to be social critics. It is easy to imagine form or
style as the preoccupation only of ivory-tower artists not
realising that governments, too, have their own "ivory-
tower" visions of society and what is supposed to prevail.
Authoritarianism is that odd, heady mixture of politicians
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trying to realise their visions while adopting a hard-headed
attitude to opposition and dissent. It is the dream of a
higher vision mixed with the reality of oppression. Like
politicians, filmmakers attempt to realise their visions.
Unlike politicians who have the apparatus of state power
to help them, filmmakers have only the camera.

Facing the Truth

By now, it should be apparent that the camera's
intrinsic nature is to record reality and that the
photographer may choose to put a "good face" to it or to
honour reality. The filmmaker may even add more than a
"good face," he builds up a whole structure for dreams and
a vision for life. The Asian cinema has shown that it is as
much a dream palace as Hollywood ever was or is
(consider the Bombay musicals and the Hongkong
cinema—both often described as the "last refuge of pure
escapism"). If nothing else, its filmmakers are also some
of the greatest stylists in world cinema.

But there is such a thing as an Asian reality. It is an
authoritarian reality. In Asia, authoritarianism is a success
story, notwithstanding the student riots in the streets of
Seoul, the protests and demonstrations of the democrats in
Taipei and the now latent and silent democracy struggle in
China. It is a continent where it may be said that
authoritarianism as an ideology (now often presented as a
concept known as "neo-authoritarianism") may be
accepted as a legitimate system of government and a way
of life. It is a system where strong and oppressive
political control may be traded off for stability, economic
development and increasing affluence. It is a system
where truth and reality is at the service of the powers-that-
be.

The Philippines is one Asian country that seems to
offer a test-case either for libertarian democracy that
seems now to be in place but which apparently cannot
solve the country's problems, or the alternative of "neo-
authoritarianism" staring the country in the face. It is also
a country which has an honourable tradition of cinema as
typified in the career of Lino Brocka, who was essentially
a maker of melodramas "which have absolutely no bearing
on social problems." He added, "Out of every five or six
movies a year, I try to make one which has relevance.
They are definitely not fantasy or escapist movies. That's
the way I figure it out."

Asian filmmakers have to figure out the best way to
reflect the truth and reality of their countries. Many are
beginning to take a serious look at the documentary. For
too long has the feature film industry borne the search for
social truth and reality, particularly through the genre of
melodrama. For too long has the documentary been a tool
of propagandists where social reality is "beautified" for
the sake of a political vision. In the West, the
development of aesthetics has allowed filmmakers to deal
in abstractions, to "bend" the tools of photography and the
filmmaking craft to aesthetic extremes. Asian filmmakers
can only cross that aesthetic boundary with one eye turned
towards their backs. If they stare right in front of them,
they see only the naked truth. They see the wilderness.
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This is a special program in the YIDFF comprised of
feature films, videos and short films shot in the "smaller"
formats such as 16mm and Super 8mm, produced by
Asian filmmakers with Asian subjects. It is of a
somewhat experimental nature and it departs from the
YIDFF ruling of showing only those works produced in
the professional 35mm and 16mm formats with a running
time of more than 60 minutes.

It is the first time that the YIDFF has designated such
a program, one of the "fruits" harvested from the Asia
Symposium held in the First YIDFF in 1989. Many will
remember that the Asia Symposium had discussed the
question of why there was virtually no Asian
representation in the competition section of the festival. A
program of Asian works was then hastily arranged to
accompany the symposium but most were not
documentaries, rather they were fictional feature films
with "touches" of the documentary.

The Second YIDFF has received more Asian films,
both as entries for the competition and for showcasing in
the Asia Program. We take special notice of one work in
the "Special Invitations" category of the festival. This is
Filipino director Nick Deocampo's Ynang Bayan: To Be a
Woman is to Live at a Time of War. Nick Deocampo was
one of the original participants of the first Asia
Symposium. He had then declared that he saw no future
for himself as a documentary filmmaker in Asia. But
because of the input he had received from participating in
the symposium and the festival, he changed his mind.
YIDFF had given him encouragement. In YIDFF, he saw
the possibilities. He made his film.

This is the kind of impetus the YIDFF has provided to
Asian filmmakers whether or not the YIDFF realises it.
Hence, the YIDFF has a responsibility to Asia. It
recognises this responsibility by acknowledging the works
of Asian filmmakers in this special program. Hopefully, it
will become a permanent feature of YIDFF. We also hope
that, in the years to come, this will be a program in which
quality and the art of cinema are given its fullest
expression.

In this first try at programming Asian works, we have
found it necessary to make it a disparate one. The accent
is not on quality, rather it is on diversity. It includes both
film and video works, both long and short films. It
reflects the perilous state of documentary filmmaking in
Asia, but it also conveys its potential.

The YIDFF brings Asian filmmakers together. If for
one moment an illusion of unity can be sustained, it must
be sustained for a universal purpose. Cinema is the art of
the possible, the art in which people from different
cultures may be united, if not on film, then in film
festivals.

It is in this spirit that the YIDFF presents the Asia
Program. It is up to Asian filmmakers to realise what is
possible and it is up to the YIDFF to continue to give them
encouragement, to provide the impetus as well as a
platform for their works.

TYT - Tursa

Asia Program

85




E ARG

REODBHERLB

(BB . BXk (y—v=2vHY) JEFE/
15043/ 19894/ 1 [E])

FEAL LTREBODTHOL RV, U F 1Ry
FUYRDTANLA—H—IZLkoT, |BEENT
LT, REMEMHOMICTELETF FFax
VH5N)—ThHb, 35FDTETFLELE—F—T
HHEIKIE, 19 8 8L T4 RYFU b
DTANBRA—H =Tl otz TDED % FFa
A ) — W A B ET D EBAPEBFICED
BEENTVD EFBEZ LIV, SOH ISR
WBENCLIBE IR, 220 E) BT E0%2%E
RBBEVERRETH b, HdIF, ZOHMRR
BOBHERTH), 20EE, 198 946H4
H., ESKEMILBNEALTERLLEE, 17T
BN TLE o, A6 I%, B0 OBEIF
HETHY, FFaxT ) —Thb, WiZdE
EHN—BOBRE (EZ-HLOHADE) 2T
HThY), BEIZOEELLIMEN LIREL
BHOEFORLE R 82 ARELHTH D,

RED Y v —< >

RER  HHGT 1=y - FarrFary)
/405 /€T F S 1914E / HE)

i, HEODERE LS O LIcoWVT
DEFH - FFarvy)—- L) =20 15
Thbo TNV — XDOKEE T RIBLE 7B
OHHHZDOANICIENI L ST, PRl L IEBER
BROZXVF v 7 L EROERNH D Z LITHK
LTwWb, Yy—<=XAdNE LTabhT
Wz E O FEERICE S T ABREDEE DM IS
LEEoTwb, Yy—<vi3EL AHOB DA
LHRBENTE, KEMIE, BEOBENES
EHTLHEES, BRLTWAEHLWVIFHEHE VWD
By v —< =X LDERD, BIROFHNEE
BN EOREREL A2l rhTw
;°)0

2EH

(BB BE (Fxv -vzv) JETE /505
/19904F /i [])

BYtE LD ICHER. PETYRORELZ
FFIHAOHEEZ L TWwAENEIA TORF
2 AV E)—ERTH 5,

FEEREDRVIER DD % MM O/NE 2FT
W L7eh (COBIXFEBYICRT L “20
M7 E%s) | BEOML ENEOHEVIIHSA
DRBTH DB, ZDOHNIFERILO—HEFRICE L
Fo TV LHERNHEO/NEFHTH LD, ) HX
3L NERBLT % 2\ 2 05 5 b, BOTEM A
513, BUANESEIFEN P Eo T2,

BOF#HES
(B .8z (v— - A—7=z2>) JETE/
505/ 19914/ %)
BREOEBECIEIC L > THEESRZL DT,
A e EL, LHFBENPLRDL FFax s
—THb, TOMEOHR HFREREBERZ
E (AF) ODAAT, ¥4 b Vvb A4 2=V
[ADFHAb] THDH, Bid, v v —VhliE
BB OEFM L OMEROL - b, 2D
HLE 2 050 50 COBEOFLERSE DD, T
D3 THD, 2FN, EFTHDLI L ERNT
PRETHLILOMLTHL, BIEIOHHD
BERIZOD LT, FOFEREZ EJIIONVT,
FRBANELOHLVERELEOTAT YT 4T
4 — (BETHY FEbTWVE ALIE, 72070
[H7%72i3E) W) NFEL»] EHrhzh. HA
DT A)HANEHEDNIZYTE) KREET,

AR a- LI
Asia Program

86

The Films/Videos

The Last Dreamers aka Bumming in
Beijing/Zuihou de Mengxiang Zhe
Dir: Wu Wenguang, Video, 150 min.., China, 1990

A pre-Tian'anmen Massacre video
documentary shot by that rarest of Chinese
?_pemes, an independent filmmaker. 35-year old
former TV reporter Wu Wenguang went "indie"
in 1988. It is difficult to imaﬁine any officially
approved director in China making a
documentary like this one. Wu's subjects are
young artists clearly disillusioned with the
country and seeking a way out. They are "the
last dreamers" of a generation whose dreams
would be shattered on the night of June 4, 1989
when the tanks moved into Tian'anmen Square.
Hence, Wu's film is both testimony and
documentar?{. It is the former when audiences
catch a glimpse of the aspirations—the
dreams—of his subjects. It is the latter when
the subjects show their hopelessness and the
dreary nature of their daily lives.

The Last Shaman/Zuihou de Saman
Supervisory Dir: Tian Zhuangzhuang, 40 min.,
video, China, 1991

An episode in a series of TV documentaries
about China's minority peoples and their
culture. Its supervising director is none other
than Tian Zhuangzhuang (The Horse Thief) and
promises to be, at the very least, an engaging
exploration of the exotic elements of a minority
culture. Shamanism is rife among the minority
tribes living in north-eastern China, otherwise
also known as Manchuria. The shaman has
been described as the medium between the
spirits and man. This episode will focus on his
modern role and to what extent the more
backward or feudal traditions of shamanism
have evolved into its present religious and
social manifestation.

Penyao Village/Penyao Cun
Dir: Chen Zhen, video, 50 min., China, 1990
Along with Wu Wenfuang, Chen Zhen
belongs to a rare breed of documentary
filmmakers who work independently in the
People's Republic without the blessing of
officials. Filmed in Hunan Proyvince in a village
with a long tradition of making earthenware
Epts (the title literally translates as a "village of
ilns"), Chen's underlying aim is a reflexive
one. The village is meant as a microcosm of
Chinese agrarian society as it is poised on the
verge of modernisation. For all its ostensible
anthropological purpose, Chen's film exposes a
layer with political underpinnings.

Moon Children/Yueliang de Xiaohai
Dir: Wu Yifeng, Video, 50 min., Taiwan, 1991
heart-wrenching, heart-warming
documentary from Taiwanese filmmaker Wu
Yifeng. The "moon children" of the title are
albinoes. Wu begins his film with a weddin;
between an albino masseur and a "black-haire
hairdresser. This dichotomy of normality and
apparent abnormality forms the core of the film.
u is launched on his quest, one which takes in
social questions of discrimination and even
racial or ethnic identity (his albino subjects are
often asked "What race are you?" and are
mistaken for White Americans). Ultimately, the
human dignity of the "moon children" moves
us. Theirs is a cry of deep humanism which
those of us considered "normal" would do well
to take heed of.
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Voice of the People / Renmin de Shengyin
Dir: Lee Daw-ming, 16mm, 60 min., Taiwan, 1991
Taiwanese documentary filmmaker Lee
Daw-minﬁ made this film over two years, as the
KMT authorities begin to heed the people's call
for more democratisation. Lee focuses this, film
on people's protest movements against
industrial pollution, destruction of the
environment and the building of nuclear power
lants. In conversations, Lee stresses his
independent status and voices his doubts about
whether his film may ever be shown in Taiwan's
TV networks. The YIDFF is pleased to
announce that this is the world premiere of
Voice of the People.

Sangye-dong Olympics
Dir. Kim Dong-won, video, 50 min., Korea,
1990
Before the 1988 Seoul Olymf)ics,. the
residents of Sangye-dong were forcib ty evicted
from where they lived as part of a "city
beautification" campaign. This film, made by
director Kim Dong-won while living with the
former Sangye-dong residents, shows the pain
and struggles of these people, creating a
ungent satire while accusing the lures invented
or the Olympics. This work was first released
in 1987, but several versions have been made
dealing with the same subjects, showing their
changir_ﬁlconditions after the first version was
made. The version to be screened is the latest
one.

Urban Poor Standing on the Edge
Dir. Kim Dong-won, video, 30 min., Korea,
1990

People have come up to the capital from
farming villages. This work, dealing with the
problem of rights of the homeless and poor, is a
continuation of Sangye-dong Olympics, and
paints the problem of the capitalist structure
that mass produces the urban poor and
homeless.

Our Children
Baliteo Women's Film Group, video, 40min.,
Korea, 1990

The Baliteo Film Production Group, which
is made up exclusively of women, makes films
that deal with the worsening problems of
women in the workplace, an(f other various
women's issues that they are involved in. This
work examines one of modern Korea's
problems: the need for daycare centers for
working couples with children living in the city.

Line of Battle
Korean Ethnic Artisan's Union, Baliteo
Women's Film Group, video, 50 min., 1991
Since the end of the 1980's, there have been
many documentaries made using video
recordings of the many labor struggles in
Korea. From among this stream of films which
show the strug%les of workers at modern
factories as well as images of the Korean
worker's movement, it can be said that this work
is an outstanding one. This tape raises new
groblems, showing the signs of stagnation that
ave recently been seen within the Korean labor
movement.

Sleeping Buddha
Dir: Lee yong-Bae, Ani Productions
(Chansanco Me), 35mm, animation, 5 min,
Korea, 1991,

While it cannot be denied that in the past,
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Korean animation was nothing more than a
subcontractor for Japanese animation, this
work, for which Chansanco Me's Lee Yong-Bae
(a third generation representative) has collected
Korea's young animators, is the first original
short animated film. It can be called an epic
ethnic poem based on folklore handed down in
Cholla-do. Here we get a glimpse of another
side of Chansanco Me.

Night Before a Strike
Chansanco Me Productions, 16mm, 110 min., 1990
Night Before a Strike, the second feature
roduction of Chansanco Me, continues May
89: Dreamy Land ('89), which was the first
work to deal with a subject that had been taboo:
the Kwang-‘lu Incident of 1980. This film takes
an ?-front ook at the notable labor movements
in Korea that have taken place since the mid-
1980's. This work was screened independently
last year from spring to summer, but the films
were seized while being screened, and
suppressed by the authorities much more
severely than May '89: Dreamy Land. The
theme song taken from the film is now a song
played without fail by the labor movements.

How to Behave
Dir. Tran Van Thuy, 16mm, 30 min., Vietnam, 1985

A documentary made in the tide of
Vietnam's own efforts at perestroika, this is
ostensibly a film about civic behaviour and
personal morality. This surface theme masks
the true intent of the filmmakers and that is to
show the state of the country as it is—poor,
disenchanted and nearly a spent force. Its
director, Tran Van Thuy, believes that
documentary filmmakers must reflect the true
aspirations of the people. There is an intriguing
scene in this film which caﬁ)tures this principle:
as the filmmakers approach a brick factory, its
owner rushes out cursing and threatening the
crew: "I am sick of you film people.......you
fabricate everything......I dare you to show how
we really live! Aren't you ashamed of making it
all up!"” This scene alone is worth the price of

entry.

Surname Viet, Given Name Nam
Dir: Trinh T. Minh-ha, 100 min., 16mm, USA, 1990
Less a structural puzzle and more an
emotionally committed film in which
filmmaker/theoretician Trinh T. Minh-ha
e);plores the feudal tradition and current status
of Vietnamese women. As such, this is
grobably Trinh's most accessible film to date
ut one in which she continues to question the
central tenet of documentary filmmaking and
this is whether the notion of creativity is
exclusive of the "objective" state of reality.
Trinh is concerned with the space-dimension
which exists between screen subject and viewer.
Most audiences would fill this "space" up with
an emotional identification with the characters,
but is that film theory? According to Trinh,
creativity, hence, is in "conflict with objectivity."

Paraing Marapu
Dir: Dudit Widodo, 16mm, 45 min., Indonesia, 1990
The term "documentary" was first used by
John Grierson in a 1926 review of Flaherty's
Moana. To many Asian filmmakers, a
documentary may be seen as a lglossy, touristy,
travelogue in which the local customs of a
native_tribe is "recorded" more for its exotic
potential, but perhaps, as an extra benefit, may
also be material for ethnographic study. This
Indonesian entry is a representative example of
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this mode of documentary filmmaking in Asia.
It is notable for its photography and wonderful
sense of place, exuding an_atmosphere as
soothing as the weather of Bali—where this is
set—and always exotic, strange and ultimately
mysterious. Even if it does not contaip the
spirit of Flaherty, it may be enjoyed purely as a
"travel film."

My Filipina
Dir: Stephen Teo, Super 8mm, transferred to
video, 50 min., Hongkong, 1984 . .
Originally shot in Super 8mm with direct
sound recording, this is a more than acceptable
documentary in which director Stephen Teo
interviews scores of Filipino women working in
Hongkong as domestic servants. In 1984, when
the film was shot, they were a larﬁe group of
foreign workers many of whom were
experiencing culture shock and abuse from
their employers. Some were side-tracked into
prostitution. But the majority were ordinary,
decent working fpeople deprived of jobs in their
homeland and forced to go overseas in search
of work. Director Teo, whose first feature
Bejalai was released in 1987, still maintains
that this Super 8 documentary is his most
accomplished work.

""Orientations'
Prod. Anthony Shang, video, UK
A programme of three films made by a
British-Asian documentary team specialising in
East Asian topics: Big Brother in Hongkong (30
min.), focuses on China's growing influence
and control in the British colony as it prepares
for 1997; Aborigines in Taiwan (30 min.) offers
a rare look at Taiwan's aboriginal tribes,
{)a.rticularly those living in Lanyu Dao (Orchid
sland); and We Love Rice, But We Love
Democracy More (60 min.) is a much-praised
documentary about the democracy movement
in China just before and after the Tian'anmen
Massacre in June 1989. These three
Erogrammes were originally broadcast over
ritain's Channel Four in 1989 and 1990,
contributing to the esteem and prestige of its
xsnliakers led by producer and director Anthony
ang.

Video Activism: '""The Revolution Will
Be Televised"

Three "alternative" videos, produced b
movements in Korea (the Han-Kyoreh grouﬁ{
Taiwan (the Green Team group) and the
Philippines (footage edited and shot by Nick
Deocampo). These are "alternative” media
images in the true sense of the word since the
will never find their way through "official"
channels and are shot from the point of view of
"the other side"—that side which faces the riot
police or the military.

(This program was or§inally put together
for exhibition in New York as part of a
collection of video works by Asian activists and
filmmakers. The New York program was co-
ordinated by Cheang Shu Lea.)

The three videos are:
KOREA: Until Daybreak (produced by Hye

Jung Park);
TAﬁNAN: The Generation After Martial Law
gi_rlcl)duced by Lee Ching Jan);

LIPPINES: A Legacy of Violence (produced
by Nick Deocampo).

Korean notes by Kensuke Aoki; all other notes
by Stephen Teo
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The Second Yamagata Interantional
Documentary Film Festival is honoured bo be the
venue of the Asia Conference for Promoting Asian
Cinema (ACPAC). ACPAC has its antecedents in
two events. Officially, it is the second edition of an
upcoming series of annual conferences, the first of
which was the New Delhi Seminar on Promoting
Asian Cinema, held in the Indian capital on 27-30
August 1990. The seminar, jointly sponsored by
Unesco and Cinemaya (the Asian film magazine
edited by leading Indian critic Aruna Vasudev), was
devoted to discussion of the promotion of
"Asian experimental and non-commercial films."

Hence, the New Delhi seminar was devoted to a
special type of film—a non-commercial, non-
mainstream, independently produced film which
seeks to develop, both in aesthetic and social terms,
the art of cinema. While the rest of the world,
particularly the West, were conversant of "new
waves" in various Asian countries, Asia itself was
largely ignorant of Asian achievements.

The second antecedent of ACPAC may be traced
to the first edition of the YIDFF, sucessfully held in
Yamagata City in October 1989. On that occasion,
an Asia Symposium was organised to discuss why
there was such a lack of representation of Asian
documentary films in the festival itself. Critics and
filmmakers from East and Southeast Asia were
invited to form a panel which would then discuss
this issue with a public audience. The subsequent
discussions yielded much the same issues and
problems discussed in the New Delhi seminar: Asia
lacked knowledge of itself; it lacked a proper
distribution system to promote Asian films on an
inter-Asia basis; there were also perhaps built-in
weaknesses within Asian societies which work
against recognition of other Asian achievements.

The New Delhi seminar ended with the
suggestion, adopted by its delegates, that "Asian
Film Centres" (AFCs) be set up in each Asian
country to co-ordinate information and resources,
and look into the complexities of each country with
regard to promoting Asian cinematic artists. In
Yamagata, delegates will be reporting on the
progress of the Asian Film Centres. The concept of
the AFCs will either be consolidated or revamped in
accordance with new requirements and conditions.
It may be appropriate, in Yamagata, to consider
establishing a body with more institutional presence.
Reporting on the progress or lack of progress of the
AFCs will be one of the tasks for ACPAC delegates.

The other important task is to ensure a parallel
movement along with the movement of cinematic
creation in Asia. This is the movement of Asian
criticism. "New waves" in cinema must be balanced
with concurrent new waves in cinema criticism. The
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failure of Asian critics in this respect has been
obvious in the last ten years and largely explains the
dearth of information and appreciation among
Asians themselves of Asian works of art.

ACPAC delegates must consider the formation of
a Guild of Asian Critics, one which is able to win
power for Asian critics in the context of furthering
the interests of Asian cinema and of elevating their
own status among the critics of the world. If Asian
critics are unable to do this, their own growth will be
stunted. The development of Asian cinema—without the
parallel development of Asian film critics—will
continue on an unbalanced course.

ACPAC delegates have these formidable tasks
ahead of them. The YIDFF wishes them success
and hopes that their deliberations will establish a
historic framework for the future successes of Asian
cinema and Asian film criticism.

Delegates

Attila Dorsay, film critic, Turkey

Seyyed Mohammad Beheshti, Farabi Cinema Foundation,
Iran

Aijaz Gul, National Film Development Corporation,
Pakistan

Ashley Ratnavibhushana, film critic, Sri Lanka

Mohammad Shariff, National Film Development
Corporation, Malaysia

Dudit Widodo, documentary filmmaker, Indonesia

Philip Cheah, Singapore Film Festival, Singapore

Penpan Jarernporn, National Film Archive, Thailand

Hong Thanh, Vietnam Film Archives, Vietnam

Tran Van Thuy, documentary filmmaker, Vietnam

Nick Deocampo, filmmaker, Mowelfund Film Institute,
Philippines

Teddie Co, film researcher, Philippines

Wong Ain-ling, Hong Kong International Film Festival

Chiao Hsiung-ping, film critic, Taiwan

Lee Dow-ming, documentary filmmaker, Taiwan

Wu Wenguang, documentary filmmaker, China

Chen Zhen, documentary filmmaker, China

Peng Xiaolian, filmmaker, China

Jeon Yang-Jun, film critic, Korea

Kim Dong-wong, documentary filmmaker, Korea

Koshi Ueno, film critic, Japan

Kenji Ishizaka, The Japan Foundation ASEAN Cultural
Center

Jeannette Paulson, Hawaii International Film Festival,
US.A.

Cheang Shu Lea, video activist, U. S. A.

Anthony Shang, producer, U. K.

Aruna Vasudeyv, editor Cinemaya, India

Salim Said, Indonesian Film Festival, Indonesia

Hiroko Govaers, distributor, Japan/France

Stephen Teo, chairman of ACPAC, filmmaker, Malaysia
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