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1 would first like to extend my sincere gratitude to all those
whose efforts have made possible the 1993 Yamagata
International Film Festival — one of Yamagata City’s most
prestigious international events.

This year marks the third time we have been fortunate
enough to host the Festival, and I am pleased to note that the
number of entries received this year far surpassed those of
previous years. I like to think that this is a sign that the
Festival’s presence continues to grow in the minds of
filmmakers near and far. Moreover, I am pleased that the
fierce passion evidenced by all those connected with the
Festival has been communicated to documentarists around the
world.

A documentary is about being human and all that being
human means — love, life, death, peace, conflict — something
its creator uses to question us directly about these things. We
hope you will enjoy this felicitous week of film, where we shall
examine these themes as they are seen through various
directors’ eyes.

Last but not least, I would like to welcome all our guests,
foreign and otherwise, to the Festival. I sincerely hope that
through this Festival, we can deepen mutual understanding and
goodwill among its participants and through them their home
countries, and thereby make a contribution not only to
documentary filmmaking but perhaps world peace as well.
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Kanazawa Tadao

Mayor, Yamagata City

President, YIDFF Organizing Committee
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I don’t know if I should say “At last!” or “Already?,” but
here we are at the third biennial Yamagata International
Documentary Film Festival. With the first Festival back in ‘89,
we set out wholeheartedly with a “nothing to fear but fear
itself” attitude. It is said that “Last year’s birds don’t roost in
the same nest,” which means that just because something
worked well the first time, don’t expect it to do so again. In a
play on the meaning of this proverb, we decided at the time of
the second Festival to “chase after last year’s birds,” and hope
for success. Happily, those hopes were answered in the
realization of a Festival that far surpassed its predecessor.

So now, we come to this year’s Festival, the third go round.
We believe that if it can happen twice, it can happen three
times, and hope that this year’s Festival will also be a success.
In fact, for this year’s YIDFF, we received 380 entries from 56
countries. Between April and June, the Selection Committee
worked diligently, finally selecting for the Competition Division
15 films from among those submitted. This was a difficult task,
as there were scores of high-quality films sent to us, but owing
to time and space considerations, we were forced to narrow the
number of Finalists to fifteen.

I hope that even if you see only one film at this year’s
Festival, you will be able to share with us the excitement and
Jjoy of life that this Festival represents.
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With the Spirit of Ogawa Shinsuke
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It's been four years since the Yamagata Film Festival began
in 1989. A major difference between this year’s festival and
those that came before is that Ogawa Shinsuke, who was
influential in the organization and direction of the festival itself,
is no longer with us. Unable to directly participate in the last
festival due to illness, Ogawa was still concerned with what
was happening, and managed to meet several of the young
Asian filmmakers who came to Japan to attend. I think Ogawa,
who passed away on February 7, 1992, with his striking
opinions and ideas about filmmaking, along with the YIDFF
itself, had a large impact on all those who were there,
especially the Asian documentarists.

At this year’s Festival, in the hopes of passing on Ogawa’s
spirit, we will be showing a retrospective of his works, as well
as continuing the Asia Program, an event devoted to showing
the works of up-and-coming Asian documentarists, a project
that Ogawa himself was deeply involved with. Moreover, from
this year, we will be awarding the “Ogawa Shinsuke Award” to
the work from the Asia Program that shows the most promise
and v{}otemial with regards to the documentary genre.

e are also continuing the historic “Japanese
Documentaries” series, with the third installment taking us into
the 1960s. In this era — the decade that Ogawa Shinsuke first
began filming — we can see a slow progression (“groping”
might be a better word) towards a new means of expression. [
think that by looking once more at the various works produced
in the ‘60s, as well as all of Ogawa’s works, and then seeing the
new movements underway in Asia, the direction of the YIDFF
itself will become even clearer.

Another of this year’s Special Events is the “In Our Own
Eyes — First Nations” Moving Images” event, a collection of
videos and documentaries that have been made about
indigenous peoples by themselves. The images they present us,
the topics they deal with, raise questions about the meaning of
documentaries themselves as they have been known in the past,
as well as showing us their future.

Even though this year there will be no Ogawa, the
Philippine director Kidlat Tahimik is expected to pop up, as
well as other Asian filmmakers who were impressed by Ogawa,
bringing with them their latest works. Through the festival,
they, along with all the other participants, will be able to once
again “speak” with Ogawa, and together we shall fly onward
and upwards, towards the future.

Yano Kazuyuki
Festival Coordinator
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Hara Kazuo

“What exactly is a documentary?” This is a question I ask myself
every time I make a film. Lately, when I think about that, about “What
is a documentary?,” I find myself answering, “constraint” or
“limitation.” But they’re not supposed to be constraining or limiting.
Why do I feel that way?

I know, of course, that all those who have come before me have
created and developed the “Unconventional documentary.” The late
Ogawa Shinsuke always zealously emphasized that the world of a
documentary, the theme itself, the method of making it, what-have-you
— all of this was a small, penetrating universe unto itself.

Inoue Mitsuharu, a novelist I deeply respect, taught me “The most
important thing to a man, for a human being, is ‘freedom’.”

I think the driving force underlying the desire to make a documentary
is a wish for, an urge for “freedom.” If so, then what is this feeling of
“limitation” or “unfreedom” I have? A documentary was supposed to be
more “freeing.”

I’ve come around to the idea that maybe it is because I think I want to
be “free,” that I have to be “free,” that I’ve actually become trapped in
that idea, spellbound as it were. Because of an ardent desire for
“freedom,” I have instead become trapped, “unfree.”

So the more you become conscious of being "unfree," the more you
want "freedom" even more, because you are aware of that fact. It
becomes never-ending struggle, a vicious circle.

This is the trap in which I find myself in 1993.
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Born 1945 in Yamaguchi Prefecture, Japan, Hara attended Tokyo Technical College of Photography. First he worked in news
photography and then switched to making films. He directed and photographed the films. Good-by CP (‘72) and Extreme
Private Eros; Love Song 1974 (“74 / Grand Prix at 1975 Thonon Les Vains International Independent Film Festival). Hara has
worked as assistant cameraman on Vengeance is Mine (‘79 / directed by Imamura Shohei), and as assistant director on Children

of the Sun (‘80 / Urayama Kiriro) and Sea and Poison (‘85 / Kumai Kei). In 1987, the film he directed and photographed, The
Emperor’s Naked Army Marches On, won the Director’s Guild of Japan New Director’s Award, the Caligari Prize in the Young

Cinema Forum at the Berlin International Film Festival and the Grand Prix at Cinema du Reel. He is now working on a

documentary film about the Japanese novelist, Inoue Mitsuharu.
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The night before my last visit to Japan, one of my films, Where Is My-
Friend’s Home? was broadcast on Iranian television. At the airport the
officer recognized me and said to his colleague: “This is the director of
last night’s movie that we talked about this morning.” The other man
surprisingly said without a glance at me, “I didn’t know that movie had a
director.”

As far as I can tell, many people think that a documentary film has
no director. Maybe this is the reason why they care less about this kind
of movie than they do for a film with a typical story. In my point of
view, the main difference between a drama and a documentary is that in
a drama, it is the story which dominates the movie while in a
documentary, it is the image. In these two genres, the setting and mode
of re-creation are different. However in both, the director chooses the
lenses and camera angles and has the right of selection and/or
elimination. This the essence of Art. The thoughts and reflections of a
director who chooses or omits a portion of a 360 degree view and selects
which lenses to use. This activity is the same in both documentary and
fiction film.

What I want to say is that the similarities between these two types of
cinema are more important than the differences. We may say that,
because of these similarities, there in fact is no documentary film. The
difference is only in the use of background (location). But even though
location constitutes documentary itself, the moment you make a choice,
it’s not documentary any more. The ideas and thoughts of a director,
manifested in lenses and angles, confuse the reality of a documentary. A
documentary could exist only when the man and his thoughts no longer
share in the production of the film. Only when we set a camera in a
satellite and that camera automatically catches a shot of the earth with a
set lens can we say that film is a DOCUMENTARY.

PYNZR - FFORY I

194047~ T VN, BB 2B RIS SRBRMER L L TERBTEE o720 TAT Y REEMEMIGE ZHE
i, TV I AN—RERIY—DOFHA Y, av—V ¥y VREDI LYy b - ¥4 PVFFAL v OHEICED S,
62:&-7)\%66320315‘10 FHF 22w = v VORIZIS0KRICD DIFo 720 BEREFVEMERIICAY , BERIELR
A&l TH OSRBLE 2 S HBEST 2, T4FIC [PIRT—] fﬁxﬁﬂﬁ&i Sl (RS [The Report
77, (Fxrst Graders | (85) [K7ZEDH bl Z 2] (87) [Homework] (89), [0 —X - 7 v 7] 90/ ILFKEE
Rz x4 ) —BEEo TR EBYZ & T2 L TAERDTIL] (92)I024F DESAIRFERBLESS A » & —F
TYaFlh-arRy4 /a/‘CLE)‘&éfﬂ. BRI SNz, BE, [KELDI b2 7] 2L TA%IRDDL]
2B CBEMED3EE [4) =7 ORDOT T 2#|ET.

Abbas Kiarostami

Born in 1940 in Teheran, Kiarostami was a famous illustrator even before he became known as a film director. Graduating
form Tehran University’s Faculty of Fine Arts, he designed book covers and posters while working for advertising agencies. In
1970 he joined the Institute for the Intellectual Development of Children and Young Adults, where he was asked to organize a
filmmaking department. There he has made many award-winning films for young audiences. Feature films include; The
Traveller (‘72), The Report (‘17), First Graders(‘85), Where Is My Friend’s Home?(‘87), Homework (‘89), and Close Up (‘90 /
screened at Yamagata International Documentary Film Festival ‘O1). And Life Goes On... (*92) was screened at the Tokyo
International Film Festival ‘92 and was highly praised. He is currently shooting his next film, Under the Olive Tree, the third
part of a trilogy following Where Is My Friend’s Home? and And Life Goes On...
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Merata Mita

IDOL THOUGHTS

Photographs taken in the nineteenth century introduced Maori =
people to the first captured images of themselves. We have
acknowledged from that time to this, that film and the camera have a
mystical power. This fusion of physics and our images forever changed
our perceptions of ourselves and others in ways never before dreamed of.
The initial response was one of wonder and enthrallment, tinged with
fear. For who knew if the soul was being tampered with, and for what
purpose detrimental to a person’s well-being would the image be used by
the strangers who took them?

The conversion of those first frozen portraits into moving pictures,
filmed by us through our own eyes, did not happen until a hundred years
later. And it came as the result of a struggle to salvage what was left of
an exploited and fragmented culture.

In modern times, and using recent history as a guide, it was clear that
in film and related areas, we would have to chart unknown territory.
That we would have to become our own teachers and technicians in an
industry hostile to those not of the dominant culture. The crack through
which we slipped virtually undetected, was that which led to the making
of documentary films.

Documentary has been the cradle for indigenous film making in Aotearoa®.
It has been the means by which we have attempted to demystify and
decolonise the screen. The means by which we seek to indigenise
colonised images, images contaminated by cultural appropriation.
Documentary film making demonstrates a process by which we can
retrieve and restore our history and our identity. It is a determined
resistance to a Europeanised, monocultural way of recording and
articulating ourselves and our issues to the rest of the world. It is built
upon a conviction and commitment to imaging patterns driven by an oral
tradition and it dispenses with an external framework in favour of themes
which emerge as a process in which no-one stands between the image
and the audience.

Our documentaries challenge the dehumanising effects of
Hollywood, challenge the destructive spread of western culture and
ideology. Our documentaries challenge, because they present a human
face, a concerned face, a spiritual face in the quest on screen for justice
and truth.

M aovri are the indigenous people of New Zealand.
@ Aotearoa tearoa is the Maori name for New Zealand

1902 =2 =TV =5 FO< s by BT HOREBREE S, ERNE A VROBBOLPTED, £—2 TV F
DEMMBEBARTHALD & REMBITE LTl A5, REICBBAEFEENIC 2 0b b &1k b RGO
WL 7 V=SB L TR 7eAs, T6HEICHOTHD X #R % & b, [Karanga Hokianga] ('79). [Bastion Point: Day
507 (80), [Patu] (83), [%F - 7H ] (90)% LOMEGH T4 ) EOMEPL ANHEEP, =2~V =5 FOOKD
BRERL, =2a—V =Y FOALLFHFICHRS LB SR Lz, WORBHBLE <41 ] (8)id==2—
V=Y FENTADERET, {FRPL OBVl E B2 BEMMNC IO T2 —H— HAR, RELLTH
LTS, Rtldva7 - v— 74 8B, IvF— . 0—2 EHOKBE ["The Last US.Al ICEH 71 L

Born in 1942 and raised in Maketu, New Zealand, in the Bay of Plenty, where she received a traditional Maori education. After
graduating from Teacher's College in Auckland, she taught school for 12 years, then gradually moved into filmmaking, first with
foreign film crews, then becoming a filmmaker herself in '76. Her documentary features Bastion Point: Day 507 ('80), Patu
('83), and Mana Waka ('90) generated intense controversy in New Zealand and around the world for their courageous
presentation of Maori issues, racism, and what Mita describes as "New Zealand's oral history." Mita is also a producer, actor,
scriptwriter, production manager, and feature film director, having completed the critically acclaimed Mauri in 1987. Most
recently she has worked on a Western shot in New Mexico, directed by Geoff Murphy and starring Mickey Rourke.
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My latest film, A Brief History of Time, was proposed by Steven
Spielberg, but people said that it was almost impossible: one can't learn
physics from a movie. However, I liked Stephen Hawking a lot, so I tried
to show how wonderful and interesting he is. He lives confined to a
chair. It's as if he's completely separated from the rest of the universe. I
found it very interesting how his own existence intersects with what's in
his mind. The "truth" is not something that you can serve on a plate.
Everybody lives in his own fictional world. What I am trying to do is to
discover everyone's personal fiction. It was my idea to shoot the entire
film on a sound stage. I wanted to make a documentary film separated
from reality.

Most of all, I like documentary films. I am always excited at
discovering a new style of documentary that can narrate the truth about
humanity.

(From the interviews in Kinema Junpo July 1993 and Image Forum June 1993 )

2 Fa—w g YW 2Ty P, VARV Y IRSE, TUZRAV2ARZE, 7)) 7+ VST RES—Z
—WRZERTEERZR, T8EICRMDO FF 2 XV %) —BLE [Gates of Heaven] # 3k, 2fEH 1 [Vernon, Florida
(81)s BERERNRDBNOGIRYEE S L7 [The Thin Blue Line] (8819884 =2 — I — 7 FERHAYE. AEEE
MESEEFNERBEERE L2 OICE), —BERCZOHZHONDLIICE D, [FT) =7 AP = F
T F A 5] OODEBABREOBERYBERR T4 —T Y - k—F Y FORGOBEBFEZ [F—F> 7, THESE
B EvINRIhrLTIy s R—NETI Y EN—RE L FFa A0y —BET, QEF VTR 744 -

T2AFAN FERaxyy)—8@MrI 7Y, 740ai—n—H2SHE, SXREKTHESH, 54489
YEVR T ANL T RATANL Ay b=F a3 —93THIFF LB SN, 92, ON—F - Ly F7 45—
FELETHOBIBLE [Dark Wind] %58 &2, BAESTEH L6fEHD N% 2 2 > % 1) —BLEl, [Fast, Cheap & Out of
Control ] & [Mr. Death] #% #/EH, BIMLE [The Trial of King Boots] Z ¥ ThH %, MEDIIN, TVIV—
T % CFHTI TR B,

Errol Morris

Studied at the University of Wisconsin, Princeton University and the University of California, majoring in philosophy. Since his
first film in 1978, he has effected a quiet revolution in the form of documentary cinema. His first film,Gates of Heaven, was
called “one of the ten best films of all time” (Roger Ebert). His second film, Vernon, Florida ('81) was also critically acclaimed.
With the third film, A Thin Blue Line ('88), Morris became a household name, as his meticulous research on the case of Randall
Adams, a convicted killer, resulted in the overturning of the conviction. In 1992 Morris completed A Brief History of Time, an
adaptation and visualization of physicist Stephen Hawking’s celebrated book. The same year saw the completion of Morris” first
fiction film, The Dark Wind. He is now working on a feature for Warner Brothers and Amblin Entertainment, as well as his fifth
and sixth documentaries, Fast, Cheap & Out of Control and Mr. Death.
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Kira Muratova
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In his Kreuzer Sonata, Tolstoy protested against the dictatorship of
music. He regarded music as a violent hypnotism which makes the
audience experience a feeling which in reality is not their own. I don’t
know why he took music as such a special object. Doesn’t any art—
paintings, poems, and even Tolstoy himself—have the same effect on
us?

The curious thing is that a documentary film is most dangerous in
this sense. For the film puts on a perfect mask of reality by driving away
actors and fantasies, replacing them with actually existing people,
incidents, documents and with other persuasive accessories. However,
behind all these stands a cunning manipulator—the director. By the
nature of his profession he is obliged to be a juggler. He creates his own
collage by picking up as many facts as he needs. He films using
environment, rhythm, lighting and the scale of his choice and he
organizes materials in the way that suits him. But all the tricks lie in the
fact that when we see “fiction” films we know in advance that everything
is fantasy, while in “documentary” films, our consciousness is subjected
to an imaginary impartiality. The artistic elements are covered up or
pushed backstage and realistic elements are foregrounded.

In Russian, “fiction (played)” film is understood as the opposite of
“documentary” film. In “fiction” films actors “play” like children
“playing” with their toys or like musicians “playing” instruments. But
few understand that directors and scenario writers are also “playing.”
Movies are always “played” —even the most realistic ones. Moreover,
audiences play too. Well, of course, art is the “play” of adults. If we go
on thinking in this way, we can imagine the example of a cat playing
with a piece of paper tied to the end of a thread. Isn’t the cat playing for
himself? A play with an imaginary object, with an imaginary mouse,
which he can eat forever without ever becoming full...

Let’s move from sophistry to thinking. I don’t know where a
documentary film ends and where a “fiction” one starts. In any case, I
believe that a documentary film has the most cunning and attractive
effect on our consciousness.

19344E b — < = 7‘(7)/1:1# (HEDENTET) EEFNOLUBMEEE, 47 v FRIBER & VAR, RMNE R
EVEVBERETIES. 77—V ETEBICEY, 6EICEE, HAWFEDIEI
HEEHHOE T’“<§%‘é‘:i’iw’~f&> RLAMOA AL IIPERO EMAEIE SN2 % &, RBREIEE
B &R 57z, [Korotkie Vstreci RO M DI &) | (67)% [EWVEZEY | (7119874 10 4 )V / [E MEHELE £
FIPRESCI{, 19874F 4> ML &% oA BIML 40 Y A B K E)IX8TAEIC A2 ETHZIAD L, 834EL Y 74 VAT
WEL 7851 RBOFONT] ZEBICENTY v MEE SN0 88 LTASOEE MY LIS, 5
DHTREENT, TESIEY ¥ FO—A] (89)I3~ V) v [E EEHmE LAY
Sentimental | (92,924~ A F 7 BLEEH 5o

%S H. JH{EIE [Le Milicien

Born in 1934 in Soloki in Romania (now Moldavia), and is a member of the Odessa Fllm Studio. She first majored in
philosophy at the University of Moscow, and then went on to study film at the National Fllm University under S. Gerashimov,
graduating in 1962. Due to her sympathy for the underdogs of society and her insistence on showing the truth as she perceived
it, before perestroika her films were banned and she was sentenced to an obscure corner of the Soviet film world. Her films,
including Korotkie Vstreci (A Short Meeting, '67) and The Long Farewell ('71) could not be screened until 1987. In 1983 her
fifth work, Inside an Ash-colored Stone, was released under a fictional name after she refused to allow the film, which had been
edited without her consent, to be released under her name. Another of her works, The Asthenic Syndrome ('89) won the Silver

Bear Prize at the Berlin International Film Festival. Her latest work is Le Milicien Sentimental ('92), which was presented at the

1992 Venice FIlm Festival.
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Thoughts Entrusted to ''Yamagata'

The Japanese pronunciation of “Yamagata” must be different from
the Chinese. But judging from the characters in the word “Yamagata,”
there must be mountains there.

I have known about Yamagata for several years, ever since I heard
there is a film festival there where many friends from the world of film
come together every two years. I also knew of Mr. Ogawa Shinsuke,
who I heard came from the countryside. In order to make a good film
about rice paddies, he actually farmed for 16 years. He also filmed
mountains, farmers and all that he was familiar within that area. All this
I have heard from my friends and I am deeply impressed. A man should
have the spirit to do his best for the work he loves. I seem to have a
kinship with Yamagata aand the sprit it represents.

I met Mr. Ogawa one year in Hong Kong. We had a delightful
breakfast together. He impressed me with his honesty and simplicity—
just like that of a farmer. I understood why he could make films about
rice paddies for more than 10 years and why there is a Yamagata film
festival. He asked me to come to Yamagata and I was very glad, but I
could not go then because the Chinese film authorities were not familiar
then with Yamagata and asked me not to go. Ireally don’t know why—
because Yamagata is too rustic and small? But what could be greater
than spirit?

After the Festival in 1989 the Taiwanese film critic Chiao Hsiung-
ping sent me a photo, showing many friends and some cards placed on a
table. On one of the cards “Tian Zhuangzhuang” was clearly written. I
was deeply moved.

After that I heard the unbelievable news that Mr. Ogawa had died. I
continued to respect him and I worried if the Yamagata spirit would live
on.

At the beginning of this year I received a letter of invitation from
Yamagata, which unexpectedly asked me to write something. I am not
good at writing but I only want to say, “Yamagata, I send you my best
regards .”

SR DT 2 BBIER 66$@X1Ek$ﬁ§)}§§ﬁ WEHE L AR SN, T gAY

WL O SR % 8, T84E, CEATEM LA

Born in Beijing in 1952 and a filmmaker of the “Fifth Generation.” During the Cultural Revolution in 1966, he and his parents
were singled out and sent into forced labor on a collective farm. He returned to Beijing in 1975 and began work as an assistant
cameraman at the Agriculture Film Studio, learning the basics of filmmaking. He became one of the first students to enter the
newly reopened Beijing Film Academy, where he worked as a co-director on his first film, The Red Elephant (81). After
graduating, he joined Beijing Film Studio. In 1984, he made his first independent work, September. His second and third
works, On the Hunting Ground ('85) and The Horse Thief ('86) are reflections of his experiences while at the Agriculture Film
Studio. He had since directed many works, including co-productions with Hong Kong studios. His work Li Lianying, The

Imperial Eunuch ('90), another Hong Kong co-production, won the Runner-up Prize at the 1991 Berlin International Film
Festival. His latest film, The Blue Kite ('92), was entered in the Director’s Work Division at the 46th Cannes Film Festival.
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Films in Competition
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Afrique, Je Te Plumerai @Dir: Jean-Marie Teno / Cameroon
Black Harvest @Dir: Bob Connolly, Robin Anderson / Australia
Brother's Keeper @Dir: Joe Berlinger, Bruce Sinofsky / USA
Dreams of Ice @Dir: Ignacio Aguero / Chile
Elegy from Russia @Dir: Alexander Sokurov / Russia
In the Land of the Deaf @Dir: Nicholas Philibert / France
In the Name of God @Dir: Anand Patwardhan / India
Intimate Stranger @Dir: Alan Berliner | USA
Living on the River Agano @Dir: Sato Makoto / Japan
Losses to be Expected @Dir: Ulrich Seidl | Austria

Manufacturing Consent: Noam Chomsky and the Media @Dir: Mark Achbar, Peter Wintonick / Canada

Part Time God @Dir: Paul Cohen / The Netherlands
Texas Tenor: lllinois Jacquet Story @Dir: Arthur Elgort / USA
Timisoara-December 1989 @Dir: Ovidju Bose Pastina / Romania
Zoo @Dir: Frederick Wiseman | USA
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AFRIQUE, JE TE PLUMERAI

Africa, | Am Going to Fleece You

BBy vl T/ Director: Jean-Marie Teno
RE:v>zb-O7F > Editor: Chantal Rogeon
Baz AN—JL s FA T X— Photography: Robert Dianoux
BREILA T Music: Ray Lema
= B A B Sl Sound: Francis Bonfant
By vl T/ Producer: Jean-Marie Teno
St /IRt L c TANL T2 FT1T Production Company/Source:
i6mm/ H <7 —/88% /77> R&E Les Films du Raphia,
HAI—> 1992 42 rue Monge, 75005 Paris, France

Tel: 1-45-29-14-27
Fax: 1-46-62-92-90
16mm / Color / 88 min / French / Cameroon / 1992

PROFILE

Iy -3Y-F/

1954F A A — I FEh B, 19835F, KF¥ 1 X > %) —ME [Schubbah] TEE
FE 12—, FhEHRIC [Bikutsi Water Blues] [Miter Footl, [77U#. BRiZE LY
3] THANDEERET 3,

Jean-Marie Teno

Born in Cameroon in 1954. His first documentary film was Schubbah. His other
films include Bikutsi Water Blues and Miter Foot. The film Afrique, Je te Plumerai
has been honored with many awards.
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ZNITE 2, M EI0FERFE 72 AL — VOBIEDIR
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AL E—ER

BEEDOSE

MDTRYIDEEIF. AXIL—2DIERIEBE RS %E
BUTCTEBEDOERDEODICEUEEBIC DWW T OMEZ
12T ET L.

REDBRBINZ1991FE18ICE. vdIYv—FUX
AODOHHIDBE>TVFURE. REEERRBEZEKT
DT EMEICHINTUVER UE, ZDEERIE. FEIE
BICEWTEDSMERBICH UL THIES SHTFICH:S
ZITEUEEFIAIOIREWVNCY 3 v I ESITE U, &
CTCHEBULEDTT, [EDKIICTNFEREEERICK
UCINIFERBEDBDDIEAIH] &

COEENERNIE. BRESERMEDRFRLIR? 2
DAICTFEULCECDOSDERADICETDHTETLED
Tjﬂ

CDEENDEZIFFLDRICEHESHCE>TEFE U,
P I7UANTIFSHACIHAE > TUUEREICFIFEASTD
ZHo>TIEFWEWL. ZPTUBAEBIFVDBHZEDKRE
%)%D;%‘%:]) FO—I)LUTEEDIFTTIEEDD/ZDT

HWIZUTHBI0FEUEES, I—Ov/CAeBlk. 7
TUBDAPRBESZHRALUCD B DDOKXKEDYEZEIE
LI 3BT ENRTEFRWVCT EDIIRRICAKIIULE UTe,
U UZT7UADEDIY—NebBth Wiz miEom
THEEODEICHERINTERECEEMDEE. ZNUE
VZVAXLDBHTY, FleIHICBWVCEIT, FEEE
ROLWEH. ZOIHOXEERIEUKREED S DEHFHIN
BICHFSUHCDERZESZ A TERDTI,

RE. |EAONGHIIEYPRZREEVNSHORI—0Ow /N
DLW RBZRBELTBD., TOF JJAKEHNSE
[CROREFHERZHUESD D, BENFEBEBRERE
AfHTTVWETD,

FERICBVTHFRERNBICBWVTH. [FPT7UH. DA
ZHUDED] F. BHREEEFEEL. LYY
ALEANBEDEBLESDEDICIEHZESHEVNWCDOXHZX
L7ZEBASMCLEDSELTWVETD,

Written words, that is writing, have historically
always been tied to power and because of that, they
have disguised themselves with the character of
"universality." To know, then, the history of writing is
to know the history of politics, society, or culture.
Afrique, Je te plumerai focuses on the issue of writing,
sketching the history of Cameroon from a personal
viewpoint (with the use of first-person narration by the
director and the transformation of the camera into a
character). The camera moves around, touring the sites
of writing, from the letter-writer on the streets to
newspapers and television, from the culture center of
the old suzerainty to publishing and printing
companies. What comes to the surface are the histories
of colonial domination by Germany, England, and
France, of the obliteration of tribal language, of the
natives' assimilation as labor and military manpower,
and the story of the repression of voices demanding
freedom and independence. But this is the situation of
present-day Cameroon even 30 years after
independence. If, as the director says, "Those from
whom everything has been stolen can only look at
themselves through the image forced on them at the
convenience of their oppressors,” then to know
contemporary Africa, it is inevitable that one must first
examine those media that represent writing, not
forgetting images themselves.

Murayama Kyoichiro

Director's Statement

My initial project was to produce a film on the
contributions of Cameroonian writers towards the
liberation of their own country throughout this
century.

In January of 1991, when | started filming, the trial
of a certain journalist had already started.
Demonstrations flooded the streets making demands
of the Supreme National Congress. | was shocked by
the comportment of the forces of order who did not
hesitate to use their arms against even the younger
demonstrators. | again asked myself how a state could
be so cruel to its own citizens.

This blind violence was very similar to all the forms
of violence that have existed in Africa since the age of
slavery and colonialization.

The answer to my question became clear in my
eyes. Few things have really changed in Africa since
the beginning of the century and Africans have not
always been able to control the riches of their own
continent.

A full thirty years after independence, the
Europeans have succeeded in proving that Africans are
incapable of ruling themselves or managing their
continent. However, this can only be seen as extreme
cynicism when one learns that the true elite of Africa
were decimated in the decades preceding and
following independence. Even worse, the West has for
many years supported innumerable tyrants who
destroyed local culture and contributed to the
ecor mic pillage of the continent.

Today, violent repression and censorship promotes
a cultural dependence on Europe and installs a relation
of economic dependence that even perpetuates
greater exploitation of the continent.

In its form and content, Afrique, Je te plumerai
attempts to make evident those mechanisms that, far
from being fate, are nothing but the fruit of cynicism
and human stupidity.
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BLACK HARVEST
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16mm/ Hh 7 —/90% / KE. €T 5E. ToRIES

F—=ZXZUT /1992
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Director: Bob Connolly, Robin Anderson
Script: Bob Connolly
Editing: Bob Connolly, Robin Anderson, Ray Thomas
Photography: Bob Connolly
Sound: Robin Anderson
Sound Mixing: Gethin Creagh
Producer: Bob Connolly, Robin Anderson
Production Company/Source:
Arundel Productions Pty Ltd.
P.O.Box 574, Glebe 2037,
NSW Australia
Tel: 2-6608306
Fax: 2-5523708
16mm / Color / 90 min / English , Pidgin, Temboka /
Australia / 1992

PROFILE

w7 -a/U— OEY - PUF=VY

mESEE 2. 1983#F(C [First Contract] & [Joe Leahy's Neighbours| #
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CinemaduReelTlE. 757U EZELTW3,

Bob Connolly, Robin Anderson

Rob Connolly and Robin Anderson produced First Contract and Joe
Leahy's Neighbours in 1983. They received many awards from film
festivals in Australia, the U.S.,Canada and Holland. In particular, they
won the Grand Prize for Black Harvest in Cinema du Reel.
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Whenever one culture makes contact with another,
unknown culture, the result is always tragic. In the
period when the culture priding itself as superior
wielded supremacy in the name of “modern civilization”
or “colonialism,” the tragedy was large and left deep
scars behind. Two directors are pursuing such scars in
Papua New Guinea. The two had previously filmed The
Neighbors of Joe Leahy, a story about Joe, a “white
man” of mixed Australian and Papuan parentage, who
manages a coffee plantation. Black Harvest depicts the
tragedy that arises several years later as Joe and
Popina, a tribal leader dreaming of modernization,
cooperate and clash. This is a tragedy of how
Caucasian and Aborigine, modern life and traditional
life—the logic of capital and the logic of desire—conflict
and contradict as they are complexly intertwined. But
what, more than anything else, never ceases to attract
the audience is the way this tragedy is depicted with a
powerful narrative sense. Yet, for all that, the sudden
outbreak of war and the events thereafter should
perhaps be called the “unfortunate fortune” produced
by chance.

Murayama Kyoichiro

Director’'s Statement

The world has entered a period of cultural and
political change with much associated conflict.
Nowhere is this more sharply defined than in the
Highlands of Papua New Guinea where an epic clash is
taking place between the values of capitalism and
tribalism.

Black Harvest is first and foremost a narrative, the
tragedy of two ambitious men who join hands across a
cultural divide and are each brought low by the pitiless
vagaries of international commodity prices and the
implacable pull of tribalism. But the truism “conflict
reveals character” applies as much to human societies
as it does to human individuals and we hope the film
sheds light on the societies represented by Joe Leahy
and Popina Mai, each with its quite different notion of
how humans should conduct their lives and deal with
each other.

As a guiding principle in making this film we
attempted a non-manipulative, uncontrolled
observation of real life. We sought neither villains nor
victims, judged no one, and staged nothing. But we do
not pretend that Black Harvest is objective reality, that
it tells “the whole truth” about what happened in the
Nebilyer Valley in 1990. The film’s 90 minutes distill
forty hours of material shot over a year. Others might
have made a quite different film. But it is the truth as
we saw it...outsiders perhaps, but hopefully (emulating
de Tocqueville) with the detached perspective
outsiders can sometimes bring.
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BROTHER'S KEEPER

Ja— e N=U2Ty— TWN—R-2/TXXx— Director: Joe Berlinger, Bruce Sinofsky
Ja— - N=UrTr— TL—X-2/TR%— Editing: Joe Berlinger, Bruce Sinofsky
LETTR e g—N— Photography: Douglas Cooper
VT T U= E— AU Music: Jay Ungar, Molly Mason
XA HhFRAR, TIW=R )/ TXF¥— Sound: Mike Karas, Bruce Sinofsky
Va = N=YTr— TR/ TAH— Producer: Joe Berlinger, Bruce Sinofsky
R Production Company/Source:
INVIAT4T-o>F G A48—Fafl Creative Thinking International

P.0.Box 256, Prince Street Station
New York, NY 10012 USA
Tel: 212-629-5320
Fax: 212-629-5527
35mm / Color / 105min / English / USA / 1992

PROFILE

Ja— - N=UyJpr—, TIb—R - YTZXF—

MEEE IS, 1986FIC A1 ALK+ T4 IILLTHISH THICHEEICHEDS
ZEWLHEY, FFX2X 8 —HRABEO T WV LEES T, HODR
AOHRABEICED 1T 4N F 2 b« 74 JbALld [Outrageous Taxi
Stories] ('89), 2{EB & [When Summer Ends] T. $ 2 RENHEL H
VI BEZETOI0EREHNTVS, 2ARGEE. HBOD [7XUAH - 7
SHE—HIN=] V) =ZXDEHD I T4 T3 T IV LERER,

Joe Berlinger, Bruce Sinofsky

The filmmaking team of Joe Berlinger and Bruce Sinofsky first
met in 1986 at Maysles Films, Inc. where they worked on
documentaries and corporate films. Their first independent
collaboration, in 1989, was Outrageous Taxi Stories. Their next
collaboration was When Summer Ends, an ongoing, decade-
long look at the breakdown and subsequent reunion of a
disfunctional family. Berlinger and Sinofsky are currently
developing a nonfiction film for HBO's "America Undercover"
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Essentially a murder mystery/courtroom drama
built around the case of an apparent mercy killing,
Brother’s Keeper is actually more interested in the tight
relationships that can still be found in small-town
America and the tensions that arise when a tiny
community gets swept into the national media
limelight. The character at the center of this curious
film, Delbert Ward, stands accused of murdering the
brother he slept with for over half a century. He and
his three brothers had lived alone, as pariahs, in a tiny
mountain town for their entire lives, but suddenly they
find themselves on the national news. In discussing
their work, the directors often invoke some of the tenets
of direct cinema documentary of the 1960s, which may
not be surprising considering they learned their craft
with the Maysles brothers. Thus, the directors tried to
keep their opinions out of the film, leaving the central
enigma of the film — Did he do it, and if so how? — up
to the judgement of the viewers.

Abé Mark Nornes

Directors' Statement

Upon learning of the plight of the Ward
Brothers—that Delbert Ward had just been arrested for
the murder of his brother Bill—we knew we had found
a compelling film subject. For months, we had been
searchihg for an evolving, real-life situation that would
allow us to create a non-fiction feature film simply by
following actual events as they literally unfolded
before our cameras. Our goal was to create a
theatrically-released non-fiction film that would have
the look, feel and narrative structure of a fiction
feature film, but which would be all the more
captivating because it's real. In short, we set out to
create a documentary film rich in dramatic structure
without compromising the truthfulness of the material
being presented. Beyond this aesthetic goal, we also
believed that Delbert’s situation touched upon some
themes that were very important to us—community
values, the fairness of the American justice system, and
our ever-present desire to give a voice to segments of
American society that are rarely, if ever, heard in the
American cinema.
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SUENOS DE HIELO

Dreams of Ice

EB: M4 47512 —0O

RE:JINVFL K- JpL XIS

B AXb>-0OHh, JL7LRYK,

FIverezZzA
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BUfESt /IR 5 - v =L TaILA
16mm,/H5—/56% /A1 L&/ F1) /1992

PROFILE

Ignacio Agliero
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Director: Ignacio Aglero
Editing: Fernando Valenzuela
Photography: Gastén Roca, J. L. Arredondo,
German Linero
Music: Bela Bartok, Maurice Ravel
Narrator: Pedro Vicuia
Sound: Mario Diaz
Producer: Andres Racz
Production Company/Source:
La Mar Films
Gerona 3409,Santiago, Chile
Tel: 2-2253197
Fax: 2-2047046
16mm / Color / 56 min / Spanish / Chile / 1992

Born in 1952. He studied architecture and cinema at the Catholic University of
Chile. His films, all documentaries, include No olvidar ('82) and Cono me da la
gano ('85). He presented One Hundred Children Waiting for a Train ('88) at the
Yamagata International Documentary Film Festival '89.
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There are plenty of ecology films, but Dreams of Ice
is an unusual one. It depicts a sea trip in which blocks
of Antarctic ice were transported for exhibition in the
Chilean Pavilion at the 1992 World Exposition held in
Seville, Spain, one of the events commemorating the
500th anniversary of Columbus' discovery of America.
While the film is, on the one hand, a kind of "sea road
movie," it is equally the story narrated in monologue of
the faceless hero also on board. Like Captain Ahab in
Herman Melville's Moby Dick, the protagonist is
possessed by something, leaving his family to set out on
a journey. This is the story of him looking, thinking,
and dreaming amidst the ecological destruction caused
by gathering the Antarctic ice. In One Hundred Children
Waiting for a Train, Ignacio Agliero portrayed in images
brimming with enchantment the expressions of
children entranced by the strangeness of cinema. Here
he completely changes his method and depicts the awe
and legend surrounding nature and civilization, as he
sets word against image, dream against reality, and
documentary against fantasy. The raging sea, the
Antarctic ice floes, the inserts from John Huston's Moby
Dick — these numerous gliding images are filled with a
beauty that reminds us that documentary film is
"cinema."

Murayama Kyoichiro

Director's Statement

Dreams of Ice is very different from my former
films, in which great respect has been shown for what
is going on in front of the camera, and in which
creativity has been subordinated to reality.

Meanwhile, Dreams of Ice enhances what is going
on in front of the camera, but in a different way - as
editing elements. In that way it enlarges the images,
as if these meant something else or something
different from the way they appear in front of our
eyes, at first glance.

A second and a third look are needed, and it is at
this point where fiction and documentary become
mixed.

Going deep into reality with a determined and
perceptive camera was not enough in this case. A
fictional element was necessary to understand what
was happening. And what was happening was also
happening to me.

I didn't know it at the time, but now that | do, |
can justify the method used to choose the topic or
image as a starting point which allows me to establish
relations that are not apparent in a first look.

My starting point here was an iceberg that would
travel from one hemisphere to the other. It was this
white body, like a surrounding mirror, that enveloped
me by the end.

Like Ishmael in Moby Dick, a man sails off on a
journey. That man sails from the Drake Sea to Seville,
Spain. Weird and mysterious events take place
throughout this long sea journey.

The documentary filmmaker was not only the one
filming this journey, he was the one who was
experiencing.
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Elegy from Russia
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PROFILE

Alexander Sokurov

VOBV RIL-VO—OD

1951F 1V —Y I TEEND, [Bd—VUx-—T. == /IO RKKETEL %
B, FUMEHE. TEXVTOEMMEZER(VGIK)ICAZR, ZE% LZTF7—FK -
ABTH LZ2TT5=FRK e X2 A2 —TAIWLIXRZTATE<, 1980FEH 5
1987FE DA, 6D FXx 1 X2 —BEERET D P, BUARERD . ARZEILE
IC&h T, LPLZDHE. VI« I MEEARBOMSFEESDEEICLY . 1ZE
AEPRREN, ELHERIC [IBEE] "TLY—"Y -V H 3,

Director: Alexander Sokurov
Editing: L. Semenova
Photography: A. Burov
Music: P. Tchaikovsky
Sound: V. Persov
Producer: Cinema Committee of the Russian Government
Production Company: Lenfilm Feature Film Studios,
Documentary Studios
Source: North Foundation
Novosmolenskaya, Nab.4m, App.222,
St. Petersburg, Russia
Tel: 812-355-60-71
Fax: 812-112-15-20
35mm / Color / 68 min / Russian / Russia / 1993

Born in Irkutsk in 1951. He studied History at the University of Nizhnii Novgorod.
After graduating, he entered VGIK and later moved to Leningrad. There he
worked for the Leningrad Studio and the Leningrad Documentary Film Studio.
Although he made six documentary films between 1980 and 1987, he was not
permitted to show them to the public for political reasons. Thanks to the activities

of the Soviet Filmmakers' Union, most of his the films have been released now.
The films include The Lonely Voice of a Man and the "Elegy" series.
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After the title, during a prolonged black screen, one
can hear faint panting and the voice of a woman.
Perhaps a nurse tending a patient? Regulated
breathing. Or vomiting? Then, for the first time,
layered images of hands (as if from sacred icons)
appear. We can't quickly understand what is going on.
The film proceeds, without adding any explanation or
annotation, to successively force on screen various
images and sounds at, one could say, a truly relaxed
pace.

The film includes many photographs taken at the
beginning of this century, depicting the life of the
Russian people. The film shows the look of a battlefield
artillery bombardment, perhaps from World War I.
Then an image (this appears to be recently filmed) that
abruptly pans and then dives into the water. A man by
a window. A town briefly illuminated by an emerging
moon. This is a dream, this is nostalgia, lyricism. (The
sub-title of the film is "A Dream for Sleeping"). But is
this a documentary? To speak without fear of
misunderstanding, Elegy from Russia is the evening
before documentary. As the Lumiére brothers' Train
Arriving at the Station at Ciotat was, Elegy from Russia
is the germination of a new possibility.

Takahashi Sunao

Director’s Statement

Elegy From Russia is the 7th entry in the "Elegy”
series. All of the films in this series have something to
do with Russia in one way or another. These films’
main characters are as broad and varied as the country
itself: Chaliapin, Tarkovsky, Yeltsin, Russian peasant
farmers, even Russian history. The series is still in
production; a total of 25 titles are planned. Elegy From
Russia is a portrait of Russian tone and feeling.
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BOIEVLERT

LE PAYS DES SOURDS
In the Land of the Deaf
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PROFILE
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Nicolas Philibert

Director: Nicolas Philibert
Editing: Guy Lecorne
Photography: Frederic Labourasse
Sound: Henri Maikoff
Producer: Serge Lalou
Production Company: Les Films d'Ici
La Sept - Cinéma
Centre Européen
Source: Les Films D'ici,
12 Rue Clavel, 75019 Paris, France
Tel: 1-42-39-02-00
Fax: 1-48-38-60-44
35mm / Color /99 min / French / France / 1992
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\. [Trilogie pour un homme seull ('87) EDOWK DADEENE KX 14242 —7
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Born in 1951. His first film as director was La Voir de son maitre('78). Some of his
documentaries shown internationally on TV, such as Trilogie pour un homme
seul('87) became famous. In 1989, La Ville Louvre was selected in Europe as "The
Best Documentary of the Year."



[FDOROCHRET] ZBRWHOALDOHEL2ELEFLZET
LREEERTH S, 7, TORXKEBESHEICL U
ABDZEDHDTCEH LWL, ZZITZOMEORDEHEWR
WRITAH B,

KB RT20REEThENSIZLT, dD5VIEE
HEEYZ BN EEIC L S>mALTH S, [FAOR
RISz b7z > CHlMiE Th > 72] EFFETESAD
I3 ZBARENTEE LIRS, 22 2ITEE
VCAELALEMICHGE 2R, AEICRHLUTECHKEL
> TP ABDOZREBOBIILBTELZ2LLTH S,
LPEEAZBED XA v —VDOFERIIEET., 3130,
ZhP k. ROERBIRODT LS B EVFEOSELD

EFE, BEX VBT 2 FEEOLAROBIEIZ TS
T, RIER/D, REOH X TCERELEBEELTILE S,
Z OEEIZEBRAIZ S HBEMIZEE LW, ZDEL X
EZm6<L 38D —, » DT [LaVille Louvre] ('90) T
L — T NLEMBEORE 2 TIARRMICEESL-=2F - 74
UR—LEEIZ, SN, [FEEE VD DL EDOSEE X
DHEEBENIZHRL ., BELEELIEZL>THEEVWDOER
EAEEET I OTIRAVWSA—] LOEE LW, Z
D EE TEE O T 72 B AL — TILEFAT R < DIl
HBTELThotr, BEBEINL—TNIZH S EHEREME.
BROFFEIZCABOBEEZZA ML — MNMIBRADZENIZD
—RIZENWT, BZ o REBA-ELHMNEZZ
ICRWHLTWAD A, ZZICBElZEICEITST 4 VR
—LEEBOZEMRE LT, F2AEZELLTDORNES
&R, 2 L THEESMIZCAR TS,

VEGR

EBEDOEER

MWDOBEELEDF. BEFEZFHETIEEESDHR
[C. BB ZROAFTED L DILREZ(ED ZELTEDTE,
MEIEBOZENEEANICRLEDIZ2-r—> 3y
FREFBDOINSDALSBICEZSRX. HOOBZBL
THRZRCHBVLeh ofc. [BHEEE] ORBEZER
A CTHIERDEEET DDIE. MBEDFEIL— Y AGEE.
TUCBEZR O LBEXLDFETH D, DXILZE
IWEFHROLEFECKIDTTREL, AASHIERD
BRAIFNPORKIEEB L THREICRELLD LB ol

PORCREENFEORES UEPZOEIETEE
IS, ZUTHICHBW A XA—ITHEET DALICE
DTD. WEDOKYETZEVWHTCDN. TDALDE
ZAXSITINSHTVK T EIF. MEOXRB(CEROBES
CZBRKRTDILIC, FAIRDDEBRDIDTH Do

In the Land of the Deaf is a very impressive film
recording the everyday lives of deaf-mutes. It is
extremely difficult to communicate this reaction in
words, however, and in this we find the film's essential
inquiry. The people who appear in this work were all
either born deaf or lost their hearing before acquiring
language. As in the case of the person who explains in
sign language that his family has been deaf and dumb
for five generations, this is a central point. For here
we can affirm the human figure facing life with pure
resolution, entrusting his or her joys and sorrows to
fate. Yet these people's message is concise, the words
of sign language not being assigned more than the
necessary interpretation.

In fact, the movements of the sign language
teacher who appears from the beginning are
economical, communicating ideas with the smallest
and briefest of motions. These gestures are visually
and temporally elegant, a beauty near perfection.
Where did this beauty come from? The director,
Nicolas Philibert, who once recorded the structure of
the Louvre Museum in La Ville Louvre (1990), is this
time convinced that sign language transmits ideas far
more strongly, and with more perfect beauty than
normal conversation. In this sense, there are reasons
for the deaf-mute children to proceed to the Louvre
Museum. Between this ancient art and a
contemporary sign language that seems to directly
communicate the human soul, Philibert apparently
finds a beauty and affinity that transcends the ages.
From this film percolates the great love, envy, and
longing of this director qua artist/creater facing the
world of the deaf and dumb.

Watabe Minoru

Director’'s Statement

My idea was to make a film that would plunge the
audience into the world of the deaf, a film whose
mother tongue would be sign language. | wanted to
give a voice to these poeple whose system of
communication is totally different from ours, and to try
to see the world through their eyes. Beyond the
question of the “handicapped,” what the film
emphasizes is the existence of a true deaf culture
which has its own roots, codes and customs. This is the
culture that | wanted to expose to the viewer, not in
an abstract way, but through the emotions of the
different characters which the camera follows.

And, as I, myself, discovered the beauty of sign
language, its incredible range of possibilities, and the
importance of sight for these people who
communicate through images drawn in space, | started
to understand that filming them could be a way to
really work with the essential substance of cinema.
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In the Name of God

BRI T7F R IXRTIE Director: Anand Patwardhan

BMA:/SA3% - J4—7 Script: Paromita Vohra

RE . 7FKXrTLEY Editing: Anand Patwardhan

Be . TF R INNTE Y Photography: Anand Patwardhan

ZEE I Z—F - NTTy k Music: Neela Bhagwat

FTle—&—  A%a 3 & » K[glbZ—, Narrator: Sushmita Mukherji, Apurwa Yagnik
TTINT XN Ty Sound: Pervez Merwanji

BE I ANRLTIX AT Y Producer: Anand Patwardhan

-1 : TFURINNTILE Y Source: Anand Patwardhan

B 7F R XbTLEL 27 Lokmanya Tilak Colony,

16mm/ H5— /NGB HKE LT 1 —5E/ 1> K/1992 Maro No.2 Dadar, Bombay 400014, India

Tel:22-4143782
Fax:22-4145182
16mm / Color /91 min / English & Hindi / India / 1992

PROFILE

FPFUR-INROILFTY
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Anand Patwardhan

Born in 1950. Earned a bachelor's degree in Sociology and a master's degree in
Communications. His films include: Prisoners of Conscience ('78); Bombay Our City
('85); Memory of Friends ('90); and A Time to Rise ('81). He received the
Ecumenical Jury Prize at the Nyon International Documentary Film Festival '92 for
In the Name of God.
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From the opening shot of In the Name of God, there
simmers virulous fevers of religious sectarianism. In
the city of Ayodhya, the seeds of bloody conflict are
sown when a militant Hindu faction, the VHP,
organizes a mass occupation of the Babri Mosque, a site
sacred to Muslims since the 16th century. The VHP
insists on redefining India as a Hindu country, even
though it has officially been a secular state since 1947,
the year of independence. To the VHP, India sold out to
foreign invaders like the British and the Muslims.
Their aim is to restore the power and glory of India’s
Hindu heritage by appealing to the wounded pride of
middle and lower caste Hindi. The clarion call of the
VHP is profound, passionate, and irresistible to many—
including police officers charged with protecting the
Babri mosque and the peace. As tension builds and
blood begins to flow, secularism is besieged by age-old
resentments and allegiances. Will India be able to
withstand the rage of fundamentalism that threatens
the balance of peace ‘in the name of God’?

Darrell William Davis

Director’s Statement

| remember growing up with a vague sense of
pride in my Hindu heritage and culture. Our religion
we felt, was more universal, more tolerant, than most.
Our God was in everyone, indeed, in every thing. It
was only later that | discovered how the dominant
Hindu ideology of Brahminism had for centuries
oppressed those it considered “lower-caste” as well as,
of course, all women.

In retrospect, | can see that the Hinduism we grew
up with was really the liberation theology of people
like Mahatma Gandhi who preached universal love and
non-violence and considered it the duty of a majority
to protect the fights of minorities.

For this, Gandhi fell to a Hindu assassin’s bullet.
And as India veers into religious violence, my pride has
been replaced by horror—not just the horror of seeing
a 16th century Muslim mosque demolished by Hindu
fanatics followed by nation-wide carnage—but by the
fact that sectarian strife is now a global pattern.
Bosnia, the Middle East, Germany, South Africa, Sri
Lanka—the list is endless as it is mindless and heartless.

In the Name of God made a year before the Babri
Mosque was demolished, reflects this horror but also
pays homage to those who, in the face of horror,
retain their courage and their humanity.
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UL BERAEDA
INTIMATE STRANGER

ERB.T7SL NI F— Director: Alan Berliner

WE. 772 N F— Editing: Alan Berliner

W 75> NILYF— Photography: Alan Berliner

B T NIV F— Sound: Alan Berliner

B2E:T7S NI F— Producer: Alan Berliner

2Rt vx=~hFUI X Production Company: Cine-Matrix
Bt X717« A= Source: Media Space Inc.

1630/ h7—/60%/%E/T*UH /1992 718 Broadway #2B,

New York, NY 10003, USA
Tel: 212-475-4488
Fax: 212-475-6947
16mm / Color / 60 min / English / USA / 1992

PROFILE
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TS5 e NILYF—i3, 0B EFPEALTANRLTU N To IV LEEDFETT
W3, EIZ, 7XVAH, 3—OyNTIVEZRL THRINL T3, RENDTEE.
[The Family Album] (86) —#t&FFRLO Y v+ — « TN—MIB7TDIF 1> NF+ T 1 X
TANVCBEWTROEEREZ ZDEREFLA—IE. S7TEDKTI v b= —FMED
F—bhEI>F—L - IXxIEIg HRAERELTREEN, 71 ILLDRE.
TJUIAFT4 T -ALHNE R NETEDEDS, 74 IVLBEISZADHEL E >
TW3,

Alan Berliner

Alan Berliner has been making independent films for the past 20 years. His work
has been shown extensively throughout the U.S.A. and Europe. His award-
winning film,The Family Album('86)-which critic Roger Ebert called the most
intriguing film at the '87 Edinburgh festival-was selected as part of the '87
Whitney Museum of Art Biennial Exhibition. Alan Berliner has taught classes in the
art of filmmaking and also works as a freelance film editor and creative
consultant.
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Without being a ghost story, Intimate Stranger
sounds a haunting siren song of cross-cultural
inheritance and reincarnation. Part biography, part
home movie, and part photo-montage, Alan Berliner
affectionately reconstructs the life of Joseph Cassuto,
his maternal grandfather. The film follows Cassuto’s
early life in Cairo, working for a Japanese cotton
trading firm. After a long separation during the war,
Cassuto moved to New York to join his American bride,
but something told him he could not stay. Maintaining
an obsessive correspondence with Japanese friends, the
Cassuto home in Brooklyn became a way station of
hospitality and advice for all things Japanese. Soon
Cassuto had made himself indispensable to Nichimen
Corp., the Osaka trading giant that rose from the
postwar ashes, and was spending up to eleven months
of the year in Japan. This wreaked havoc on the family
back in New York, and the film’s soundtrack consists
entirely of interviews with Cassuto’s wife and children
voicing their vexation with the absent father. “It’s very
simple,” one son says. “His heart was not American.
His heart was Japanese.”

Despite an emphasis on the family’s point of view,
Intimate Stranger is structured like an autobiography,
with rapid-fire shots of letters, photographs and home
movies that were, in fact, records Cassuto collected to
write his life story. But his life was suddenly cut short
in 1974, and it was left to his grandson to piece it
together 17 years later. What emerges is an
exceptional enigma, a Zelig-like portrait of a man who
lived to represent himself to posterity, told with the
edginess of a grandson who clearly inherited Cassuto’s
obsessions.

Darrell William Davis

Director’s Statement

Intimate Stranger is an attempt to portray a small
part of the broad post-war economic history of Japan
by telling the story of a humble foreigner named
Joseph Cassuto, never mentioned in any history books,
who devoted his life to his friends, his job, his
company, and ultimately, to the people and nation of
Japan. As his grandson, | want to examine his personal
legacy, and learn why his passionate dedication to the
Japanese post-war recovery created such bitterness and
confusion within his family.

Finally, | want to understand why my grandfather
saw himself as a special goodwill ambassador between
Japan and the rest of the world, cherishing the special
inter-racial and inter-ethnic frinedships that were the
foundation of his life. By weaving important aspects
of Japanese, American, Egyptian, and Jewish history
and culture, it is my hope that Intimate Stranger can
contribute to greater international understanding and
cultural exchange. This is something that Joseph
Cassuto would have dearly wanted.
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Aga ni lkiru

Living on the River Agano

Director: Sato Makoto
Photography: Kobayashi Shigeru
Music: Kyomaro

Narrator: Suzuki Shoji

Sound: Suzuki Shoji

Producer: "Living on the River Agano"

Rt :BICEZ TR EMESES Production Committee

16mm,/H7—/115% /BARE/HZA& /1992

Source: "Living on the River Agano"
Tokyo Exhibition Committee
c/o Jay Film Co. Ltd., 3-22-3-101 Igusa,
Suginami-ku, Tokyo 167 Japan
Tel: 03-3399-4288
Fax: 03-3399-9478
16mm / Color / 115 min / Japanese / Japan / 1992

nggi

1957 EBHBALBTIE £ h, AFAELED 5 KEHEOEHICED S, WAECSH L KRR K%
A X R)—ME [BFEL 58 —1982F | (CHEBEL LTSN, [EF43E] OLELBOKO
T, FMBHIEFZICESTALZICHEL, CORTOMESELEEETS, L EEHPPR

MEZESHFHI 40, AMELOEMEED . 88FF, WFLHBA, REFF214>2U—¢&
LTikeo [MEICEZS] TEL—FTHB,

Sato Makoto

Born in Aomori in 1957, and became involved in the movement to publicize
Minamata Disease during college. While participating in the nation-wide travelling
exhibiton of a documentary on Minamata Disease, Mukonaru Umi, he encountered
the people of the Agano river and decided to make a film about them. He made
plans for producing this film while working on numerous TV programs and PR films,
and finally started filming in 1988. Living on the River Agano is his debut as a
feature-length documentary director.
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Shown in a 4-hour rough cut at the Yamagata Film
Festival two years ago, Living on the River Agano went
on to uncommon success here and abroad. It is a
beautiful, moving film that explores the lives of people
living on this large river in Niigata Prefecture, and how
the vast industrial development over the past century
has affected their lifestyles...and their bodies. Daily life
here has always revolved around the water, but
children are fleeing for the city, dams and government
regulation make fishing difficult, and one of the
consequences of industrialization has been the
introduction of mercury into the ecosystem. The film
encompasses all of these aspects, but it's the quiet
specter of Minamata Disease that repeatedly ruptures
the calm, humorous surface of the film. Representing
something so terrifying and cruel is always problematic
for documentary cinema, and the filmmakers here have
taken the most indirect of tacks: the disease makes its
presence known mostly through discreet shots of
wavering hands and quiet comments made in passing.
It’'s an impressive approach for an equally impressive
documentary.

Abé Mark Nornes

Director’s Statement

The seven of us in the staff lived along the Agano
River for 3 years. No one had experience in film, so in
our loose communal living, the planned one year
dragged on into three. Thankfully the Niigata "Living
on the Riger Agano" Production Committee supported
this kind of filmmaking without compunction. The
Production Committee was an amateur organization
made up of people from all walks of life who gathered
together just out of kindness. Over 1400 citizens
answered our call and financially supported this
imprudent production setup.

Sustained by this system, we were freely able to be
different. Diverging both from films disclosing
Minamata Disease and from educational
documentaries, we were captivated with the everyday
life of normal people. What we really felt for the first
time living along the Agano river was the width and
depth of that river.

We all participated in the neighboring province's
Yamagata Film Festival from the beginning. The first
time, we camped out under a bridge. The second, we
showed our 4 hour unedited film. | believe the
overwhelming encouragement we received at the
Yamagata Film Festival helped sculpt this film for us.
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Losses to be Expected

EE:TL) vk -SRI Director: Ulrich Seidl

WE.JUIANT T I4T Editing: Christof Schertenleib

Wi N=FTI YA M) H— Photography: Peter Zeitlinger
EIIHFNILVK NG TG Sound: Ekkehart Bauhung

B . I-Yyk - FF2xI Producer: Erich Lacuner

SISt /IRt O— 28X T4 L L Production Company / Source:

3Bmm/h7—/118%/ KA YE/F—X )T /1992 Lotus-Film

Hietzinger Kai 169, A-1130, Wien, Austria
Tel: 43-1-876-26 42
Fax: 43-1-876-26-45

35mm / Color / 118 min / German / Austria / 1992

PROFILE

DlbUwk - 1 R

19528 ¢ — % Fh, ELMESRIC [Einsvierzig ]
('82) [Dar Ball] ('82) [Wrieg in Wien] ('89) [Good
News | "% %,

Ulrich Seidl

Born in 1952 in Vienna. His films include:
Einsvierzig ('82); Dar Ball (‘82); Wrieg in Wien ('89);
and Good News ('90).
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Winter 1992. A man, Czech, takes his clothes off
and dances frantically with his emaciated body to the
ratting tunes of music. Two Austrian women sit on a
sofa chattering about their opulent menus. Seidl's
semi-documentary film begins and ends with these two
scenes. In between evolves a private story: Sepp, a
widower, is looking for a new wife, not for the sake of
love, but because the meals his wife once prepared and
stored in the freezer are slowly running out. The life of
the villagers living on both sides of the former Iron
Curtain is documented in tiny details and with great
sensitivity. Parable-like elements are woven into this
relationship between East and West, two worlds which
are totally different, though geographically very near:
affluence and consumption on one side, poverty and
backwardness on the other. It is a melancholic portrait
of the land and the people which tells about the
loneliness and the isolation of the old generation and
about "losses": the loss of youth and love, the loss of the
border and the homeland. These feelings are
emphasized through dark images; heavy clouds are
hanging low in the sky throughout the film. The
camera glides smoothly, in dance-like movements
between indoor and outdoor scenes, constantly
dissolving the boundaries between documentary and
feature film. In spite of its stylishness and use of mise-
en-scene, the film is of extreme authenticity. It shows a
reality stripped of its romantic veil, naked like the body
of the dancing Czech.

Regula Konig

Director’s Statement

When we started shooting, the story | wanted to
tell in this film was still a story with an uncertain
ending.

The film focuses on the Austrian widower Sepp,
who hopes to find a wife in the former East Bloc
because he has heard that they can be had cheaper
there; and on Paula, a widow, living in Czechia. In
Sepp she gets to know a man who promises her a life
in the wealthy West.

My original intention was to tell something
through this private story about the living conditions
on both sides of the border. But in the end the film
turned out to be more than a film of topical interest.
Its exclusive topic is not the conflict between East and
West —poverty on the one side, prosperity on the
other—but the things in life that are universally valid—
unfulfilled love, loneliness, age and death.

I did not know whether the film would be more a
documentary or a feature film. But a frontier crossing
was pre-programmed in either case.

Not least it was very exciting and fascinating to
work with people who could not believe, until the day
of the premiere—and we had been shooting in these
villages for several months—that their own provincial
and therefore “uninteresting” life could serve as the
material for a film.
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MANUFACTURING CONSENT:
Noam Chomsky & the Media

BEE .- -TUIN— Director: Mark Achbar, Peter Wintonick
E—g—9102bzyT Editing: Peter Wintonick

RE . KF—42— 94> by Music: Carl Schultz

ZE I A=Y Producer: Mark Achbar, Peter Wintonick,

BE: Y= - TUN—, E—Z— 42y, Francis Miquet, Adam Symansky
T3V 3Xh—, PHEHL T XAF— (National Film Board of Canada)

| (Fatlv-Tqlvh K=K FT - HhF5) Production Company / Source:
slEatt 8RBt xEYU—-AN—TU3 X Necessary lllusions
16mm,/Hh 35— /165% /%&&/ H+ 4 /1992 10 avenue des Pins ouest,

Suit 315, Montreal, Qc, H2W1P9, Canada
Tel: 514-287-7337
Fax: 514-287-7620

16mm / Color / 165 min / English / Canada / 1992

PROFILE
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Mark Achbar

Mark Achbar has been active in various areas, including directing, producing,
writing and editing. Manufacturing Consent : Noam Chomsky and the Media is
his first documentary film as director.

Peter Wintonick

Peter Wintonick has worked in films for over two decades as director, producer
and editor. He has been a programmer for the Montreal International Festival of
New Cinema and Video and has taught university -level film history courses.
Manufacturing Consent : Noam Chomsky and the Media is his first documentary
film as director.
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There is something paradoxical about a film
purporting to introduce the ideas of a man whom The
New York Times called “arguably the most important
intellectual alive.” In the lively, witty, and very
cinematic Manufacturing Consent, the sincerity of this
appellation is demolished by Professor Noam Chomsky,
the brilliant linguist and intellectual dissident from the
Massachusetts Institute of Technology.

The title of the film refers to the media, as
propaganda lapdogs panting to the dictates of their
corporate masters, conspiring to persuade people that
their interests are best served by American-style liberal
democratic capitalism. Chomsky presents his case in
full, which is necessary when making claims like “If the
Nuremburg laws were applied, then every postwar
American president would have been hanged”—such
statements require more than a sound bite of argument
and evidence. And Chomsky argues his case with
distinguished interlocutors: Michel Foucault, Tom
Wolfe, William F. Buckley Jr., and Bill Moyers.

Shown in two parts, “Thought Control in a
Democratic Society” and “Activating Dissent,”
Manufacturing Consent is a short course in
institutional analysis and intellectual self-defense. One
is tempted to say that Chomsky, through this film,
makes ideas fun (again). But the terrible urgency of
our resistance to the whitewashing of foreign policy
adventures is starkly brought out in the film. From
Vietnam to East Timor to the Gulf War, Manufacturing
Consent presents a bracing dose of toughminded
humanity to counteract the soporific effects of television
news, the press and, yes, cinema.

Darrell William Davis

Directors’ Statement

During five years of production, we strove to
democratize our working process and make it inclusive
of others. Over 600 people in consultative screenings
helped guide the film to its present form.

_ Chomsky's consistency of thought and presentation
relieved us of a chronological imperative in editing
over 120 hours of material spanning 25 years. We
were guided less by a commitment to visual unity than
by thoughtlmes, themes, transitions, and emotional
and narrative coherence in linking scenes.

People absorb information most effectively

through different channels: visual, aural, textual—
through narrative, metaphor, etc. Synthesizing man
cinematic styles, we tried to make the film work on aﬁ
these levels.
. Several scenes were re-filmed on playback screens
in public and private spaces. Explicit in Chomsky's
discourse and implicit in re-contextualizing footage of
him in unlikely locations, are unconventional views.
Also, by using’a media within-media-perspective, we
reveal processes of media construction (including our
own), attempting to create in the viewer a sense of
critical engagement.
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PART TIME GOD

EE I RK—J.a3-T>
BMA: 7«7
RE:VyY--IL—7—

e/ K—J-0—TI>
EEIAZ—HYLF
FL—&— K= -a3-IT>
BE ba—DJ-~NLECKR

SlE: QT - FLTFI

SUERH I DNUZ 1 L L/ F LTI
BHI LTIV ToILL

163 1)/ H5—/80%/%EE. #7745, /I 1 —EE.
TUR—VE/FT74,/1992

PROFILE
K= J—ITV

Paul Cohen

38

Director: Paul Cohen
Script: Div
Editing: Sytse Kramer
Photography: Paul Cohen
Music: Henny Vrienten
Narrator: Paul Cohen
Sound: Hugo Helmond
Producer: Rolf Orthel
Production Company: DNU Film / Orthel
Source: Orthel Film producticie
Lauriergracht 123-2, 1016 R K Amsterdam,
Netherlands
Tel: 20-6220255
Fax: 20-6261885
16mm / Color / 80 min / English, Dutch, and some Norwegian
and Danish / Netherlands /1992

1957F £ £ h, Dutch School of Journalism, Dutch Film &TV Academy T R, ZEHE5!
fE? [The Hamburger Theory| #*, Y —Jb « R¥ 1 4> &) —BRESEP I 2 DA B
BRTEEZ(15, Dutch TV DHICEIED RF¥ 21 442 1) — %28 L. BERRY
EEELTEHLTWS, E4ESIC A Cold Coiony] ('78) [Zoetrope Studios ]
('81) [Mormor] ('82) [The Hamburger Theory] ('82) [Movements] ('85),

Born in 1957 and was educated at the Dutch School of Journalism and the Dutch
Film & TV Academy. His thesis film The Hamburger Theory won awards at
Documentary Festival Tours (France) and Munchen Filmfestival (Germany). He
made several documentaries for Dutch TV and is working as a cinematographer.
His latest works include A Cold Colony ('78), Zoetrope Studios ('81), Mormor ('82),
The Hamburger Theory (‘82) and Movements ('85).
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Do we freely choose the course of our lives? Or are
we programmed by our instincts, our institutions, our
creator? Though the original working title was ‘a film
about everything, Part Time God tackles the problem
of free will versus determinism. From what appears to
be a computer menu, an anonymous viewer “chooses”
the stories of ordinary mortals: a New York artist, a
lovesick Dutch grape-picker, a subatomic nuclear
scientist, a cheerful duckbreeder in Surinam. Like a
suburban channel-flicker, the viewer capriciously
freezes, fast-forwards, and interrupts the human
interest stories for tiny talking heads who comment on
the mysteries of self-consciousness, the origins of the
universe, and the existence of God. While the form
taken by the film appears arbitrary, as viewers we are
locked in to the choices made by the part time God,
even when we might choose differently. We are left to
contemplate the seeming contradiction between our
personal dramas and the Olympian knowledge
available through reason. Profound yet unpretentious,
this whimsical exploration of everything leaves nothing
(and everything) to the imagination.

Darrell William Davis

Director’s Statement

| wanted to make a film about 'everything.' This
proved to be difficult, because filmmaking means
selection by definition. Still, | wanted to evoke the
feeling we have when we watch the stars on a bright
night. So | tried to combine poetic imagery with some
free philosophical questions. In my script, written in
1987 (at that time entitled "Everything"), | stated:

"Everybody wonders now and then why life is as it
is. One thinks, for example: 'If | had done that, | might
now be...," or : 'If that had never happened, | would
now have had...,' 'How is it possible that | exist at all?'
These thoughts lead to the classic question about
chance and free will."

In 1987 interactive media were rather new. It

seemed a nice idea to use this "multiple choice form"
in a film about our chosen itinerary in the ocean of
realit%/].
The two dominating creative emotions were, on
one hand, the fear of cooking a meal that would taste
bad because it had too many ingredients, and on the
other hand, the complete freedom to film "what |
like," and then trust it will become a unity in all its
diversity.
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TEXAS TENOR: The Illinois Jacquet Story

EE.7—H%—-T)d-} Director: Arthur Elgort
BA:R—F - ALTaT Editing: Paula Heredia

&5 . EITFr Y RhO—> Photography: Morten Sandtroen
ZRIA)VIA T = Music: Illinois Jacquet

gEZ= A=y bh-T7oxY Sound: Ronit Avneri
SOy bT7GRY Producer: Ronit Avneri

SIEStt - Bt 7—H— . TIT— bt Production Company Source:
3smm,//E/ 70 ,/81%/KEE/T7 X ) H /1992 Authur Elgort Ltd.

136 Grand Street, New York, NY, USA
Tel: 212-219-8775
Fax: 212-966-6157

35mm / B&W /81 min / English / USA / 1992

PROFILE

F=Y—.IT)d—k
Za2—3—V4%5%Fh, BERE L THRNICESR, N Z—ABTREFATVED,
BE|IZER, HEFRELTNLIZH—ILBEELSNEDEE P IFIC, TPy P
e TF NS TF—lED, THx—THDIIETRE EFHT. BLETORE L
WO B TRERNATFEERAVE, Z0R. SVEEHNEX T+ 7 & L TOBRIC
BiEbs, B<OTLEIT—Y v VEEEFPITE—H, R¥axaU—-7
1 WL ESIET B, fE&IC [Dexter on Vacation] ('90) [Colorado Cowboy| ('93)% &,

Arthur Elgort

Born and raised in New York. Arthur Elgort began taking pictures while studying
painting at Hunter College. Dancers have always inspired him as a subject, which
soon motivated his move into fashion. He was associated with Vogue Magazine in
America, and his on-the-street photos were instrumental in the movement to
bring fashion beyond the confines of the studio. Next he moved into filmmaking,
and has directed many TV commercials and documentary films. His works include
Dexter on Vacation ('90) and Colorado Cowboy ('93).
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Texas Tenor: Illinois Jacquet Story is a film that
could be classified under “Music.” While tracing the
story of the saxophone player Illinois Jacquet, whose
career began in the 1940’s, this work focuses on his
performances. The numerous close-ups, coupled with
the impressionistic images presented on black and
white film, give this film a stylish atmosphere. The
director, Arthur Elgort, a professional photographer,
takes full advantage of his photographic sense even as
he praises Jacquet.

“I just wanted to make something about Americans
who chase their dreams.” So saying, Elgort — who has
worked on many projects, including fashion
photography for Chanel, Dior, and Karl Lagerfeld,
scenery shots, and AIDS campaign photos, — has
begun work on a series of biographies of American
“heroes,” experimenting with various genres on film.
This work is the first in that series.

Principal filming took place between 1988 and
1990. This film shows us Jacquet’s life in his last days,
as well as his performances, with American culture and
jazz history in the background. Elgort respectfully
films Lionel Hampton, Dizzy Gillespie, Sonny Rollins,
and the other giants of jazz as they recall Jacquet.
Elgort, as well as his Norwegian cameraman Morten
Sandtroen, have made a simple, honest movie about
jazz music.

Inada Takaki

Director’s Statement

I want to make films about American men and
women who follow their dreams regardless of glory
and monetary success - these are the people who
inspire me.

Texas Tenor: The lllinois Jacquet Story is the first in
a series of documentary films that | am currently
working on entitled American Heroes.

Illinois Jacquet is one of the remaining links to a
great jazz tradition. As a kid my heroes were guys like
Louis Armstrong, Lester Young, and Sidney Bechet.

Long before | discovered the camera, my
instrument was an old beat up soprano saxophone.
This film is a labor of love, and through lllinois, a
tribute to an instrument that | have always felt close
to.
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TIMISOARA-DECEMBRIE 1989

Timisoara-December 1989

O By RA G P o Director: Ovidju Bose Pastina
: cAR—=Z e XA TFaF Script: Ovidju Bose Pastina
e b Sty [ —\" SO Editing: Eugenia lanculescu, Ovidju Bose Pastina

cAR=X N 2T a4 F Sound: Horce Murgu, Ovidju Bose Pastina

ZiRILE AT Photography: Doru Segall, Ovidju Bose Pastina,
FEYV 1 K= NNV aT714F Liviu Georgescu
&/ . Kb EH—IL, Production Company: Sahiafilm
AEYV 1 K= NDaT71F. Source: Romaniafilm,
Uy P dly IRV W &4 Julius Fucik 25, Sector 2,
B2 YT T 1A Bukarest, Romania
RE:VL—~ZT7 71V Tel: 1-6-1112515
35mm/E/70,/819/ IV—<=T&E/IV—~<=7 /1993 Fax: 1-6-3123688

35mm /B&W /81 min/Romanian / Romania/ 1993

PROFILE

FEYVa2 - K—=X - N\YaFqaF

1956F 571 I va75%Fh, THLZXMTED, IAT.C.THREREICDOVWTESR,
1EE(C [Atelier cu calauza| [Zensiert] ['Afi... sau a nu maifi] ('84) [lar ca sentiment
un cristal] ('85) [Eu trebula sa joc Hamlet] ('88) & &,

Ovidju Bose Pastina

Born in Timisoara and raised in Bucharest, Pastina studied at the I.A.T.C. (Institul
de Arte Teatrala si Cinematografica). His works include Atelier cu calauza, zensiert
(“Studio with Direction”), A fi... sau a nu mai fi ("Yours or Not Yours" / '84), lar ca
sentiment un cristal (“Feels Like Crystal” / '85), and Eu trebula sa joc Hamlet ("
Should Play Hamlet' / ‘88).
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Timisoara is the name of a town in the western part
of Romania. In the middle of December, 1989, anti-
goverment demonstrations took place in this town
against the Ceausescu dictatorship, protests that in a
short time spread throughout Romania and sparked a
revolution. As a result, the dictatorship fell on the
22nd, and on the 25th, the Ceausescus were executed.
The 28th saw the Committee for National Salvation
change the name of the country from the Socialist
Republic of Romania to just Romania. Ceausescu, who
created a one-family dictatorship at the 13th Party
Congress (1984), had already rejected the path to
reform at the 5th National Party Congress (1987), had
removed members of the opposition like the Deputy
Prime Minister in 1989, and had again continued to
spurn reform at the 14th Party Congress in November
of that year. At that time in Timisoara, a
demonstration took place against the arrest of a single
priest, one that became a revolution that overturned a
nation. This film is constructed on the basis of
testimony about those demonstrations by residents of
Timisoara, that town so crucial to the Romanian
revolution. One can feel from the vivid confessions of
the citizenry the confusion and anxiety, the personal
danger that assailed the people amidst army
repression. Before anyone knew it, these
demonstrations swelled like a huge river, reaching the
point of pulling down a dictator. While only a brief
revolutionary demonstration, the verity viewed on
screen is unparalleled. The Romanian revolution broke
out half a year after Tiananmen Square and only two
months after the first Yamagata Film Festival. We
have obtained a valuable visual testimony to the world
of 1989.

Watabe Minoru

Director’s Statement

Each filmmaker believes he is the most talented
and that his film is the best.

I'm free of these feelings because the film that |
made does not belong to me. It belongs to the people
of the city of Timisoara. They are the authors of events
that took place in December, 1989. So they are the
"authors" of this film.

I was just an eyewitness.

An eyewitness of the fear against a totalitarian
regime.

And the fear is the mother of violence. Fear
generated the bloody revolution in Romania. The fear
of living hopeless forever. I'm not the revolutionary
type.

This film is. It is the memory of the inner state of
emotion that generated that sparkle of hope for my
nation. We should never forget this.

So that's why | did this film.
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EER: JLFYy T - J4 X7 Director: Frederick Wiseman
WE. LTV - TJA4XT Editing: Frederick Wiseman
Bes . Var - TAT4— Photography: John Davey
B LTy s JA4 X7 Sound: Frederick Wiseman
BE: JLTFYy T TAXT Producer: Frederick Wiseman

B /R D yRT - TV L

16mm,/H 5 —,/130% /&K:&

Production Company / Source: Zipporah Films
7 A YH /1993 '\Oﬂr;eolzi‘lczga&%ﬁve. #4, Cambridge,
Tel: 617-576-3603
Fax: 617-864-8006
16mm / Color / 130 min / English / USA / 1993

PROFILE

JULFUyD - DAL XTIV

19304’:&\ RIXb%Fh, TAUTLX - Hly P, 12— IVERER, /N XFEFEZE, »D
EFBOBIEE L TV EDHITI XTI, BPOEDRFa X2 —BEELNHT
Uﬁwm SEFICAVEDERE > TWVWD, 2582 A3 X+ U7 EBL T, 71 X7 3R,

ER. FlER. HERUEBEFAL LM I ETHELBICHAVY . BICEBL VRS ESIZE

CTERERRLIBET TS, 1960FEK. £1 L7 b X v2BEBAICEDLN TR TOMBERE

HEOHRT, T4 AT BROBHAIEEL T3, ELESRE LT [Titicut Follies] ('67) [High

School] ('69) [Law and Order] ('69) [Hospital] ('71) [Missile] ('87) [Near Death] ('89)

[Central Park] ('89) [Aspen] (91)7% %,

Frederic Wiseman

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. A former law professor, Wiseman has
captured American institutional life more fully than any other documentarists. For more than
25 years, Wiseman has consistently provoked thought and occasionally outrage with his
portraits of hospitals, the armed forces, law enforcement and social welfare agencies. Of all
the filmmakers 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), Near Death ('89), Central Park ('89), and
Aspen ('91).
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By always directing the camera at social
organizations and groups, Frederick Wiseman's films
portray those associations and the people in them as a
kind of mirror reflecting a society called America. Zoo is
no different. Taking the Miami, Florida Metro Zoo as
its setting, the film brings to the surface the reality of
the zoo as a microcosm of society by photographing
everything at the zoo — the animals, the visitorsy and
those who work at the zoo like the keepers and
veterinarians. But what must not be forgotten is that
the images taken of the zoo are presented without
narration or music. All that the images depict is
rendered anti-dramatic and it is only through their
neutral yet vibrant surface of the images and their
rhythmical composition that the actuality of the zoo is
constructed. It is thus always left up to the spectator to
judge those problems contained in the social microcosm
of the zoo. For instance, what will the audience think
when they see the scene in which a giant snake is fed
stunned baby rabbits? The film disinterestedly shows
this with no comment. One can say that Wiseman has
methodologically transcended direct cinema by
rendering absolute this strategy of presentation
without commentary. Zoo is surely a film contingent on
Wiseman's skill.

Murayama Kyoichiro

Director’s Statement

| am interested in the various relationships
between people and animals. | have tried to explore
those relationships in three earlier films: Primate,
Meat and Racetrack. Zoo is an opportunity to study
the connection between man and animal in a direct
way. In one sense it is a summary of all the films | have
made to date since it touches on issues of food, shelter,
crime, law, prison, justice, disease, medical care,
education, pleasure, violence and death. Like all my
other films it deals with common, everyday experience.
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Prizes for the Competition
The Grand Prize
(known as the Robert and Frances Flaherty Prize)  ¥3,000,000
The Mayor's Prize  ¥1,000,000
The Two Runner-up Prizes each ¥300,000
One Special Prize ¥300,000

Prizes for the Asia Program
Ogawa Shinsuke Prize ¥500,000

IWEERE FF a1 X U—REF'D1IVNT ¢« Y3 VIS ESEE

Prize Winners in the Yamagata International Documentary Film Festival '91 Competition Section

ON—=h&ISVIVYR - TSINF1H (KH)
[MEEsE] EE:~N—5 - ViRUvF)
=EFE (LETRE)

[BAX N BSRE (E{;E o ElL - x—RTY)

S
[PAUAYRU—L] (BB )\—/\5, avT))
[ZDE 7 ADI XA DWWl (BB ;;éli; s ISV OSVE—I - TLAARID)
1]
[AoEER] EB:=vxlb-AHALTx)
BER

[E= - Iv\VDOFHIS] E(%% FYSL - RXS5AI)
== - IvI\VOFHIEE] GE:FvSL-XX5HI)

The Robert and Frances Flaherty Prize (Grand Prize)
Stubborn Dreams (Director: Bela Szobolits)
The Mayor's Prize
Locked Up Time (Director: Sibylle Sch6nemann)
Runner-Up Prize
American Dream (Director: Barbara Kopple)
Once There Were Seven Simeons (Director: Herz Frank & Vladimir Eisner)
Special Prize
Canticle of the Stones (Director: Michel Khleifi)
Prize for Encouragement
Children of Mini-Japan (Director: Chalam Bennurakar)
Citizens' Prize
Children of Mini-Japan (Director: Chalam Bennurakar)
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Special Invitation Films

HRAVEE @QEEB:Jvy=Uaws -J5=I/T5VR
PEAFRE(3DLICLETHSHE) O ERA/BR
HEBN2ERI3 OEE . FRSyb-JZvH/T4UEY

ARIZVY AVT147Y @BE 94945 — -IYIAT7/FAUA
Vi -Ix— @B EI-IW=FYRU -T5. REZH STV /T5VR

Allemagne Annee 90 neuf-zéro @Dir: Jean-Luc Godard / France
The First Emperor @Dir: Hara Masato / Japan
I am Furious Yellow...'93 @Dir: Kidlat Tahimik / Philippine
Imagining Indians @Dir: Victor Masayesva Jr. | USA
Serge Daney: itinéraire d'un "Ciné-fils" @Dir: Pierre-André Boutang, Dominique Rabourdin / France

===

ZERFm

Juror's Films

REWET, HE OLE F—5/ 55
NYEEED OBE: 7v)\R  ¥PORXYS/45Y
‘ FSRS— @BE: 7v/\Z - ¥7ORYS/45Y
JU=7-EAN)—- 4T H4L OHE: IO -EUR/FXUS
EEAEYYRO—L OBE:¥5-L5-KD/9I51F
YAY OEE:X5%-35/-1-Y—5YK
FOBOR OF5E: @it HE

The Emperor's Naked Army Marches On @Dir: Hara Kazuo / Japan
The Bread and Alley @Dir: Abbas Kiarostami / Iran
The Traveller @Dir: Abbas Kiarostami / Iran
A Brief History of Time @Dir: Errol Morris | USA
The Asthenic Syndrome @Dir: Kira Muratova / Ukraine
Mauri @Dir: Merata Mita | New Zealand
On the Hunting Ground @Dir: Tian Zhuangzhuang / China
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Allemagne 90 neuf-zéro

BEE-WEx:Jyo=0ayy -d4-)

I IUXRNT ROy I, PURLTPR TN RF T - R4
BE EFI-L=T75> NI, I5>IYT 31—

HE IF A2 XELTF4—X NPX Yy 25—
BfEet: LA b—L - FOFIY3 FLFUR2

Rt EEIT04 s3>
3Bmm/hS5—/62% /TS5 RE /TSR /199145

SWwil4 uoljeyAu| [e1dadg * Bn

Director, Script: Jean-Luc Godard
Photographer: Christophe Pollock, Andreas Erben, Stephan Benda
Sound: Pierre-Alain Besse, Frangois Musy
Cast: Eddie Constantine, Hans Zischler
Production Company: Brainstorm Productions, Antenne2
Source: Etoile Hirose Production
Meguromita Flower Mansion 505, 2-18-25 Kami-osaki,
Shinagawa-ku, Tokyo 141, Japan
Tel: 03-5496-5830
Fax: 03-5496-2487
35mm / Color / 62 min / French / France / 1991

[ #5"Solitude" (ARA) X FHEIZ ERTA S 7 T » RFEDOFERITHF
EL T3, FEikid [EADGORE] TH 5],
—Z Y=l ay¥ s TL=N

FLEBT7VYTF VX 2E<TITIVRA2>)DTAT 2 —H%—,
Zajn - ) 2 T® [[PM] I2OWTOMAIRZ FF 2 X2 &
U—] #KEES A2y =02y y - TX—ILIE, EROIM
A T L EBAS,

TH—LIFEER, B, b, BR%E . 30 0OB%OME
EBOZNEBROTE DOk n, BE» O N 2FETHRS
LTAES, 62D 7 43IV —FE2BLT, RE%EDOWH
A Z 284 S—-a—vgy ([(FA775 4] ODEARE
FLIF4 AV 225 4 —XBPFUEHE S ; &5V I3EER
7)) —FHE L FHICHEMISKE ORI A6 —E e {EHF

”The word 'solitude' came into the French language soon
after the year 1000. It means 'the state of a deserted place.”
—dean-Luc Godard

Asked by producer Nicole Ruelle to make a creative
documentary on loneliness, Jean-Luc Godard chose to show the
loneliness of a country. Again Godard here integrates Film,
Culture, and Nature in a more sophisticated and radical
manner than any other filmmaker working today. In six
“fiction” sequences, we follow our old undercover man Lemmy
Caution (Eddie Constantine, Alphaville)—planted as a
“mole”(or “sleeper”) in East Germany almost half a century ago
but never called into action—as he decides to return to the
West now that the wall has come down. He makes his way
through landscapes ancient and modern, back towards the
West that is busy putting Christmas decorations in its well-

WMLEONBZ LA KRbo7EA, "B OFBEZEHANIGET S
REEAEES . T—Y g VIFEHHE R4 Y BRI F A Y ORFEO
RESTLL, FEHICAZLEDESLEZIR YAV, HEED
53— 1YV F—%AiDNTEDITITELWERTH - 7=,

‘ (19924 3 v 7 — )N —MRESR H 24 0 7 kD)

stocked shop windows.

PROFILE

Sro=)ayy - dF-I

19595, [BFICLPH ] THAMBEZEEZR S E/ATE—IVIZ1930ENVEETADIS R
TS5 AN, EROBMBEXGKEBTRICDRTCX—T IV T 7 — T OEEE ) - 1R IEERRIC
D> TBYICEIE. 68BENSAEGEEI A DTOMELBEDRLILbEERDPE. [V -
T b 7EH] ERR. 70ERICRTELICRIBMED SES LY . EFF T [Six fois deux]
Z¥ 4 DIBEICKBRI L /S % BR, 805 [Sauve quipeut (la vie)| TRIBMEICER. LI
T4lvh, EFFTORATHED S TRIENLEREKE T TV,

Jean-Luc Godard

Since his sensational directorial debut: Breathless (1959), Jean-Luc Godard has always been
one of the world's most radical filmmakers for over thirty years. Born in Paris in 1930 and
raised in Switzerland, he moved back to Paris for college where he met his colleagues of
the French New Wave. In the Sixties, Godard and his works became highly political, and
after "May '68," he left other New Wave filmmakers and formed the Group Dziga Vertov.
In the Seventies, he completely stopped feature filmmaking and worked on extremely
experimental videos such as France/ Tour/ Detour/ Deux Enfants and Six fois Deux. In 1980,
Godard returned to feature film with Every Man for Himself. Since then he has been
working in both film and video, and his style has become not only radical and destructive
but highly sophisticated.
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19734, [A—Z & ) — »iZ8mm& 16mm. 2FEMEDOME I X -
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19754, MEO 7 g —7 v THEHIZ & D 8mmiEksr % 16mmiZ 7
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Hara Masato

FOKIZLGTHLAIL

The F il‘ S t E mper OFr Hatsukuni-shirasumera-mikoto

BE WA -I5Y - RE - =X -8 BEHA

W FBA. BIBER, BKEZNTF. JIB+Z
1993 B R - Rt JIBFHHRI 2 -V 7 4
16mm,/ 55 —,/108% / BAE/HA,/1973-93F

Director/Script/Photography/Editing/Music/Producer:
Hara Masato
Cast: Hara Masato, Miyazaki Nobuo, Sakuraba Mihoko, Kawakatsu
Junji
Cooperation in 1993/Source: Kawasaki City Museum
3049-1 Todoroki, Nakahara-ku,
Kawasaki-shi, Kanagawa 211, Japan
Tel: 044-754-4525
Fax: 044-754-4533
16mm / Color / 108 min / Japanese / Japan / 1973-93

In 1971, the filmmaker Hara Masato took up a 16mm
camera and began filming The First Emperor ("Hatsukuni-
shirasumera-mikoto"), a film based on material from the Kojiki
(“Record of Ancient Matters”), a collection of Japanese myths
and ancient history. However, he was forced to quit filming
during the shooting through the project.

The following year, he started filming again, this time with
an 8mm camera, setting out to film the location shots he had
previously been unable to take.

On that trip, while getting a handle on exactly what it was
we wanted to express in the film, Hara realized that myths
were not something separate from the film that he wanted to
use as material, but were rather inside the process of
filmmaking itself. With this realization also came the
knowledge that if he simply kept a record of his travels in his
location-hunting trip, he would be able to best express the motif
he had chosen — mythology and legend — and thereby
complete The First Emperor.

It was at this point that the mini-universe of the film and
the larger universe of the myth of creation began to correspond.

This film, in the style of a cinematic diary about the
filmmaker kept by the filmmaker himself, is at the same time a
film about cinema itself, and the “myth” of film.

The film was publicly released in 1973, using two
projectors, one 8mm and one 16mm. The filmmaker's idea was
to use variable running spead projection to show several parts
of this work, and because it was available only in 8mm format,
it was no question of enlarging these footage to 16mm print.
The running time at these screenings was 6 to 7 hours.

In 1975, using a special blow-up procedure, the 8mm film
was enlarged into a 16mm format, and the film was re-
released, with a running time of 4 hours and 5 minutes.

The 1993 16mm, two-screen multiscreen version is an
edited version of the 16mm film shown in 1975.

1950 FEHRE TN, AREF, 685F. SKREFHICI6MMBE [HH» LS ICHONEBLADNT— K] (BRI ANL T
— b TIXTFANNTITTTIHSLUATCE 2 RH), 69F. [EERIEF - RIIFEXREF] 28(F, RABREEOLET
PEMBEORIG2FV. 705, ABEREED [RRaFHENE] OMAZEY, 735, [HERL] 2EF-—T7ICEBAL (9
ERAZERE] (BO<ICLETHLAI L) A3FEN LY TRK - A, YXIIZEHL BB IL 5, 70EREBF LVETF
TEFHI. HERE. PRBEL EOMA - EEHAD D, 80FERICE KX 2 X2 —%hDIlT LEEBEE BHES,
T, LY —F A RIVICLBMERT A -2 3058 BEBX T T7DH 50K ETERLTEA, BE. 2hET
RERLA-HOWIMEAT « 7EHKES L A235mmIEROEEICIRVED» > TV B,

Hara Masato, whose real name is Hara Masataka, was born in Tokyo in 1950. In 1968, while still a high school student,
he produced the 16mm A Sad Yet Funny Ballad, which won the Tokyo Film Art Festival's Grand Prix as well as the ATG
Prize. In 1969, he made A History of Self-Expression: Hayakawa Yoshio. While studying the craft of commercial
filmmaking under Matsumoto Toshio, in 1970 he wrote the script for Ohshima Nagisa's The Man Who Left His Will on
Film. In 1973, after three years of work, he completed The First Emperor, a film based on the Japanese collection of
myths and ancient history known as the Kojiki ('Record of Ancient Matters"), which received high praise from critics
upon its release. In the late '70s, he began writing and directing videos, educational works, and PR films. His major

works in the '80s were documentary productions for television, as well as experiments in other media fields, especially
laserdisc and animation. He is currently working on a 35mm project with which he intends to combine all the various
knowledge and skills he has acquired in the film media.
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I Am Furious Yellow ... '93

BE-REBEXRIv b 2EI VY
16mm/Ho7—/ 2149 /%K5E - R HOJE/ T 1)L /1981-935F
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Ko BB -WA I XFSyb-2397
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Director/Script: Kidlat Tahimik
Photography: Kidlat Tahimik, Boy Yniguez
Music: Boy Garrovillo, Shant Veldua
Sound: Ed de Guia
Narration: Kidlat Gottlieb de Guia
Producer/Source: Kidlat Tahimik
P.O.Box 86, Baguio, Philippines
Tel: 74-442-2723
16mm / Color / ? min / English and Tagalog / Philippines / 1981-93

The History of Never-Ending Documentary:

19864 (¥ =2 TFL 3 7 _Lik) ({13520 % e 1986 (Manila Premiere) I am Furious Yellow
19874 GRECTF L 3 7 1) (13430 % G | 1987 (Tokyo Premiere) I am Furious Yellow
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Kidlat Tahimik

FRTREBFEHEY, BMEEFALZ

I am Curious Pink

I am Frivolous Green

I am Furious Yellow

I am Curious Pink

I am Frivolous Green

I am Furious Yellow

I am Curious Pink

We are Disastrous Gray
I am Frivolous Green

I am Furious Yellow

I am Curious Pink

We are Colonial Red | White | Blue

We are Disharmonious Disneycolor

We are Disastrous Grey

We are Outrageous Blackout

We are Indio-Genous Brown

1995 (Yamagata IV Premiere) We are Glorious Rainbow
2001 (Yamagata VII Premiere) We are Never-Ending Rainbow
Kidlat Tahimik

1989 (Yamagata I Premiere)

1991 (Yamagata II Premiere)

1993 (Yamagata III Premiere)

I am Furious Yellow (1981-1993) is Kidlat Tahimik’s ongoing
hybrid assemblage film which uses home-movie techniques to
follow the growth of his three sons while simultaneously depicting
Philippine history and culture. In his words, the work “ has an
‘open focus’ approach which allows spontaneous ‘home movie’
images to find a center of focus in the yellow-colored anti-dictator
demonstrations.” But with each new screening, Kidlat reedits and
adds new footage, readjusting his kaleidoscopic viewpoint, so that
not even he has the last word.

1942 7 s UL NEAHEEh, KBTIV YT 0T+ 147, 714 VELAZTEREZ. RAZE
ER—ELHWY . WhE [BEOEY ] (75-77) P1977FENILY >
MEZCHEESL. HITREEZHE, IH»IC [#HFI-I -5 RBALLL] (77-81) [XT K12 k>
a2 (79-81) [ b JLNE] (81-83) [TTFEF L—JL] (82-°89) &,

Kidlat Tahimik, pseudonyum of Eric O. de Guia, was born 1942 in Baguio, Philippines. He
earned an undergraduate degree in Drama, and a Masters degree in Economics at Philippines
University. Though Tahimik never went to film school, his first film, The Perfumed
Nightmare('75-'77) was received enthusiastically at the Berlin Festival and won the FIPRESCI
Awards. His other films include: Who Invented Yo-yo? Who Invented the Moon Buggy ('77-'81),
Made in Hong Kong('79-'80), Turumba('81-'83), Takedera Mon Amour ('82-'89).
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Victor Masayesva, Jr.

=25 4547

Imagining Indians

WTWd, COEREII LD, HOEERE.

Bl CHA-BY -RE-HE.J172—-IYIXT7

FE: U3 LeNbF—
FL—&—:07 97 HF-)—-—0O

B :TU— NP E-TaEINT—L >
16mm,/H5— /799 /%E5E, SOKEE. KEREB/ T XU H19925F

Director/Script/Photography/Editing/Producer:
Victor Masayesva, Jr.

Sound: John L. Butler

Narrator: Robb Webb, Gary Schiro

Original Music: Jerry Hunt, E. Vincent Warren

Production Company/Source: IS Productions
P.O. Box 747, Hotevilla, AZ 86030 USA
Tel / Fax: 602734-6600

16mm / Color / 79 min / English, Lakota, Hopi / USA / 1992

“How NO PHOTOGRAPHY ALLOWED actually means

19

no photography allowed!

I am compelled once again to respond to the exclusionary
rule posted in Native American communities throughout the
country—"NO PHOTOGRAPHY ALLOWED! NO
RECORDING! NO ETCHING!”—which we interpret
subjectively, particularly as photographers and filmmakers.
In this matter we respond like motorists to road signs posting
speed limits, warnings and cautionary information: blindly.

I believe Native American communities mean “no
photography allowed” when they post their signs and that we
violate community resolutions when we qualify the law with
our own agendas. Such as when we make distinctions between
what is sacred and what is not sacred, thereby qualifying what
is permissable, since it is non-sacredness which may be
photographed. Filmmakers are notorious for such obfuscations
in order to reach their goals. The signs do not express these
arguments, but reflect only a stark “NO!”

In this situation I believe we are accountable to the
communities in which we work and subject to the measures
that result from violations. Those of us who have worked
extensively in Native American communities and live in the
villages know the extent to which these measures are played
out sometimes in public excoriations and sometimes in private
encouragement and sometimes in both.

I believe in my work and accept full responsibility for the
consequences, realizing that I am committing my family, clan
and future generations in the process, however unwillingly
they may be involved, by believing that the songs have to be
conjured to be shaped and performed by the community at
large. If it is a malicious and harmful conjuration of tribal
experience let the consequences befall us but if it is a beautiful
performance, uplifting the soul...

Victor Masayesva, Jr.

T4 IE— YT T7iE, 12FUEICDESTETA, TLERRELTELREDI > FaRVFo b TOF2-H—¢&
LTHELHMSh TV, BOEREHAOEEETEY (1984FE0 Y H TEBEMBEZOIT—ILK - 23-8%288). 7AUH,
KLY, IRADFLETHBEANTE 72, HEFRICS M 1 [ltam Hakim Hopit] @R EETES W, HEOFTEHF D
Za—3— U EAEMEE. K1y b= —KilifE. 02— FEMRETOER Lo
DFRDERY . ZOELPTAUAEH, AR, 524, 750X, AVEDSSCEL IMATIBEEDH WS,

Victor Masayesva, Jr. is a widely recognized Hopi independent producer who has been making video art and television for
over 12 years. His works have won awards, including a Gold Hugo at the 1984 Chicago International Film Festival, and have
been broadcast in the U.S. and on German and Spanish Television. His critically acclaimed /tam Hakim Hopit was produced in
his native language and subtitled in English. This and other works, including Ritual Clowns, have been the focus of special
exhibitions at the Museum of Modern Art, the Whitney Museum, the Long Beach Museum of Art and various exhibitions in
the U.S., Japan, the Netherlands, France and the Soviet Union.
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Serge Daney: itinéraire d'un "Ciné-fils"
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Director: Pierre-André Boutang, Dominique Rabourdin

Photographer: Olivier Petit-Jean

Editing: Nathalie Perrette

Sound: Michel Pacalin

Producer: Guy Seligmann

Production Company/Source: SODAPERAGA, 2 bis, rue du Bouloi,
Paris, France
Fax: 1-45081269

Video / Color / 156 min / French / France / 1992

Alone, in front of the camera, Serge Daney answers Regis
Debray’s questions. There are only a few questions, just the
number required to “relaunch” discussion at the beginning of
each reel.

This lengthy interview, shot entirely on one January day
in 1992, has been reduced, edited and cut into three separate
parts: "The Cahiers du Cinema era," "From Cahiers du Cinema
to Libération," and "The Gaze of the Channel-Flickers."

The man who dreamt of one day writing for Cahiers du
Cinema, and who eventually became its editor-in-chief, and
who then went on to edit the cinema pages in Libération,
passionately talks of his relationship with the image of both
cinema and television.

He talks about the films he loved, which remained with
him for the rest of his live-Rio Bravo, Fanny and Alexander,
Les Quatre-cents coups, Psycho... films which intervene, not
just as in illustration to his thoughts, but, also, as an echo, like
mirrors, to reflect these thoughts.
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(Venice Film Festival 1992)
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Pierre-André Boutang

Born 1937 in Paris. After working as an assistant for Alexandre Astruc, Jacques Doniol-Valcroze, and
others., Boutang produced many documentaries on filmmakers such as Welles, King Vidor, Antonioni,
Kazan, Alain Resnais and others for French television's programs on cinema.Since then he has also gone on
the subject matter not limited to cinema, and has also produced theatrical films. In 1975, he produced
Sartre par lui-méme (Sartre by Himself), a film by Astruc, which became a cultural event at the time. In
1984 he edited and published the book Polanski on Polanski. Since 1987, he has worked mainly with
Dominique Rabourdin.

Dominique Rabourdin

Born in 1943, Rabourdin worked as an editor, then became a critic for Cahiers du Cinema, Positif, and
other prestigeous film magazines. She also worked on Larousse's Dictionary of Cinema, and was the
supervising director of the acclaimed collection "Ramsay-Poche Cinema." She also has been active in
television and radio since 1960s. In 1983, Rabourdin worked with Frangois Truffaut and published Truffaut
by Truffaut after the director's death in 1984. Since 1987, she has been working with Pierre-André Boutang
on several films. She has also recently worked on Surrealistic poets publishing works on Breton, Bataille,
and others, and directing André Breton par André Breton with Michel Pamart in 1991.
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The Emperor's Naked Army Marches On
Director, Photography: Hara Kazuo / 16mm [will be shown with a 35mm print] / Color /
122 min / Japan / 1987

A documentary on Okuzaki Kenzo, a radical activist who once attacked the Emperor
with a sling shot, and on his crusade blaming the authority, the army, and the Emperor for
the tragedies of Japanese soldiers in World War II, of which he himself is a survivor. In
1982, Okuzaki's targets were the six NCO's who executed two soldiers 23 days after
Japan's surrender, and the captain in command. Okuzaki's quest reveals the true reason of
the execution; cannibalism among the starving soldiers. However, this film does not
remain a simple anti-war accusation. Okuzaki's almost insane behavior, such as asking his
friends and even his own wife to play the role of the executed soldiers' family, his violent
attitude even against sick people et all, and his outrageous ego constantly disturb the
filmmakers and ourselves. It was more than once that Hara himself gave up to complete the
film. In 1983, Okuzaki shot the captain's son. He still is confined in prison.
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The Bread and Alley
Director: Abbas Kiarostami / 35mm / BW / 10 min / Iran /1970

A playful boy heads for home after buying bread, only to find out the road is blocked
by a frightening stray dog. As no passerby stops to offer assistance, it finally occurs to the
boy to befriend the dog by throwing it a piece of bread. Since this directorial debut,
Kiarostami has always used non-professional child actors as his protagonists.
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The Traveller
Director: Abbas Kiarostami / 35mm /BW /71 min / Iran / 1974

A young football fan from a small town decides to travel to the capital in order to watch
an important match between two major teams. He raises the money with the help of his
friend and sets out for the capital, but...  Kiarostami's first feature.
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A Brief History of Time
Director: Errol Morris / 35mm / Color / 80 min / USA / 1991

This documentary explores the life and theories of Stephen Hawking, perhaps the
greatest mind in theoretical physics today, through interviews with his family, colleagues,
and Hawking himself, through his computerized voice synthesizer.

All the interviews was shot using sets constructed on a second stage in London.
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Hawking's office is the exact reconstructism of his own study. Errol Morris himself
desingned all the other sets.

The music that accompanies Hawkings' synthesizered voice was conceived by the
world-renowned American composer Phillip Glass, who matched his music to the
profound world of Hawking's limitless imagination.
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The Asthenic Syndrome
Director: Kira Muratova / 35mm / Color & BW /153 min / USSR / 1989

The Asthenic Syndrome unmercifully displays the “apathy syndrome” evident in
modern Soviet society through the wanderings of a professional English teacher and
aspiring writer who, while completely indifferent to the happenings in the world around
him, is unable to reconcile himself with his surroundings. For this portrait, as well as for
the last scene showing a woman speaking in the most vulgar Russian, this film attracted the
wrath and censure of the film authorities. Its release sparked a fierce debate in Soviet
Union between a few filmmakers and critics who praised it and the vast majority of people
who vehemently rejected it and its implications. However, it received unheralded praise
abroad, winning the Silver Bear Prize at the 1990 Berlin Film Festival, and is regarded as
“the best Soviet film of the last decade.”
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On the Hunting Ground
Director: Tian Zhuangzhuang / 35mm / Color / 83 min / China / 1985

Tian Zhuangzhuang's second feature film, the one through which his overpowering and
original cinematic world became known abroad. Using a script that was especially
prepared for this promising young director by the Inner Mongolian Film Production
Studio, this work tells a folkloristic tale of two families’ conflict and reconciliation the
nobility of the wild and bloody hunt — the central feature of all Mongol traditions. In
order to capture the image and pride of these horsemen, descendants of Genghis Khan, no
professional actors were used; the people who appear in the film are true nomads. This
work, in which Tian perfected his unique style composed of long takes captured from a
fixed, eye-level long shot, depicts and lends an almost mystical feel to the overwhelming
Mongolian earth and sky, and to the proud, severe, and unaffected men and women who
live there.
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Mauri
Director: Merata Mita / 35mm / Color / 99 min / New Zealand / 1987

Mauri is the story of a man, Rewi, who reclaims his spirituality. Rewi is haunted by a
past which threatens to engulf his future. The story is set among the colourful characters
of a once thriving settlement, Te Mata, for which the encroachment of Europeans spells
disaster. Now isolated by lack of numbers, time and distance, the remaining survivors
form a tight-knit community which outsiders find impenetrable. Rewi’s deceit forces him
to become part of that community and his life is inextricably interwoven with those around
him. Mauri starts with birth, ends with death, and is about life. (Director’s statement)
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In Our Own Eyes / First Nations' Moving Images
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Japanese Documentaries of the 1960s
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In Our Own Eyes
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Until the last decade or two, the First Nations of this world
were always the object of outsiders’ film and video production.
Too often these moving images have been closely aligned to
projects like colonialism and anthropology. In addition, the arts,
knowledge, and stories of these indigenous peoples have been
appropriated for everything from the fine arts market to the
production of academic capital to popular culture and its mass
media. Now, however, indigenous film and video makers the
world over are producing their own work, their own stories, and
turning the technologies of image gathering to their own ends.
Whether these films and videos attack the central image empires
directly or not, their very existence threatens the outside
producers’ assumed rights and implicit desires to represent and
objectify indigenous lives and stories. The Yamagata Film
Festival decided to celebrate this important shift by devoting a
major sidebar to work by native producers, firmly excluding all
work simply made about them by the centers of political,
academic and media power.

As we began planning this event, however, it became clear
that as programmers it was not enough to simply make the
“by/about” distinction and go about handling this as any other
festival event. The commitment to work by indigenous
producers is crucial, but it deals only with the political
ramifications of production: those between filming subject and
filmed object. It does not attend to the power relations inherent
in the process of selecting, ordering, screening, and watching
films. Institutions like film festivals hold immense power over
what gets shown and how it is presented. It is power with lasting
effects, as film festivals often create an inertia that leads to
further screenings and distribution. We programmers and
spectators hold knowledge concerning indigenous peoples and
expectations regarding moving images — even basic likes and
dislikes — that have been formed by the previous
representations of television, feature film (especially Hollywood)
and ethnographic films. As one director said to us, “Who are
you to judge what work is important for us?” It is a difficult
question to answer.

It was apparent that we needed to rethink the process of
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programming to deal with these issues. Therefore, we deferred
the powers of selection to the newly formed First Nations Film
and Video World Alliance as a way to experiment with new
modes of festival organization and to continue Yamagata’s
commitment to supporting independent filmmakers as they work
to organize themselves. This was a big decision, not only
because we had no idea what kind of event we would end up
with, but also because watching, selecting and ordering films is
one of the few pleasures of working on a film festival. It left us
with only the laborious job of making their decisions a reality.

In the end, it proved to be a fruitful approach, and one, I
might add, that opened up new pleasures and possibilities for
exciting collaborations between filmmakers and programmers.
All of the groups took their task quite seriously and worked hard
amongst themselves to create programs that would best represent
their work and their interests. Furthermore, the final programs
feature a variety that reflects the absolute heterogeneity of their
cultures and their respective approaches to film and video.
Viewers at Yamagata will watch everything from the unedited
video of Kayapo cameramen to the feature films from Aotearoa;
from Australian Aboriginal TV documentary to Native American
video art.

We use these categories — documentary, fiction, video art,
etc. — only in the loosest of ways. As clusters of style, genre,
technology, and convention these categories were formed at the
centers of production power. The moving images being shown
in the First Nations Theater this week bring the politics of these
styles and industries to the fore. They naturally encourage us to
rethink film and video in fascinating new ways. Exactly how
they do this is something we prefer to leave up to the viewers
themselves to explore through meeting our guests and watching
their work. By turning to the achievement of these artists, we
are moving into new and exciting territory and it is important to
approach it with open hearts and minds.

——Abé Mark Nornes,
Co-Coordinator,
The Indigenous Peoples' Film and Video Festival
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From a Place Called the United States
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By Victor Masayesva, Jr.

We formally established the Native American Producer’s Alliance
after meetings over three years at which we often bemoaned the state of
filmmaking by Native Americans. In 1990 we were hopeful about
finding the financing to produce our films and videos and we were
optimistic about collaborations with television and film companies.
The truth is that in the year of the American Indian, 1992, only a
handful of independent films (by Norman Brown, Randy Redroad and
myself) and public television collaborations (with Ava Hamilton, Gary
Garrison, Native Images) involving Native American producers and
directors in key positions, were completed. However, there were over
50 productions developed about Native American subjects with as
many consultants, including mammoth commercial productions such as
those undertaken by Trans-Pacific Productions in partnership with Ted
Turner, Pathways Productions with Kevin Costner, Rattlesnake
Productions (L.A.) and the non-profit Media Resources initiated by
Robin Maw. This trend has been sparked by the financial centsitivity
(sensitivity) and success of Dances with Wolves.

From experience we know film/television productions hire Indian
consultants only to add the red publicity gloss to their projects. We
know and the consultants know that they are not in the key, creative,
decision making positions where the final cut is made, nor is copyright
to the materials or the program ever whispered. Of course, consultants
with first hand information via the tribal language add flavor to the
projects but when an American palate and the American cinematic
gusto prevails, a pinch here and there of authenticity will suffice. We
are not deluded about being the flavor of the month while it is
profitable.

I speak from first hand information about the Pathways production,
of a producer who assured me that the American public was not ready
for the Native American perspective, but that the next series would
invariably include the Native American. And I quote a key consultant
on three of the major productions mentioned above who told me he felt
like Sitting Bull in the context of the Wild West show, being asked to
perform in the arena, to chase buffaloes he would rather not. I am
cynical enough to believe it can be no other way in a year when each
production is doing the same story, down to the exact same historical
timelines and three Geronimos to add to the many “original” films
developed by accountants about Geronimo. There is no such thing as a
true Native American perspective to these accountants and I doubt
there will be a next time. Next flavor!

Where we have been allowed to roam are in documentary fields with
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inadequate (for the U.S.) thousand dollar budgets with an unknown
destination for our films and videos. In my case the venues have been
reservations and modern art museums!

This is not to say that Native American producers have not chosen the
documentary fields, for the majority of our productions have bp_en
documentaries for a very basic reason. We care about our communities
and the issues of our communities and have chosen to take responsibility
through the media in public access arenas. This is why the documentary
format is the predominant expression. Experimental films form a
minuscule proportion and the feature film is non-existent.

Most of the production funds have been applied for and to
government sources whatever their acronyms: NEA, NEH, CPB, ITVS,
PBS, or various state film and arts organizations. We do have a national
organization which purportedly represents the Native American
filmmaker, but their agenda (predominantly radio programming) and
their membership indicates otherwise. So what are Native American
producers, directors, writers and technicians working on? When they
are working, it is on films and videos about Native Americans, scripted,
produced and directed by non-natives, or they are working on
strengthening the determinants which will provide them with
opportunities to make their own films and videos. The Native American
Producer’s Alliance is taking the leadership in these activities by
promoting Indian preference in job opportunities where they apply on
tribal lands. The Alliance is focusing attention on production companies
as corporations which should not be exempt from taxation and other
economic guidelines adhered to by businesses operating on the
reservations, including tribally owned operations. They are working
with cultural preservation programs to expand resolutions which had
applied to research and print materials only, to include films and videos.
Where the resolutions do not exist, blueprints from adjacent reservations
are being provided to make it possible for the tribes to determine their
own guidelines.

Of course, there are the opportunists who feel economics and
employment are being jeopardized by these motions. Opportunities
have never been discarded recklessly by any tribe in my memory so they
are not going to do so because of a few of our suggestions. Restating
the Alliance resolutions, we are open to productions offering fair
economic incentives and investments to the tribes for filming on the
reservations as well as supporting independent productions about our
people which involve Native Americans in key positions. We prioritize
tribal values in all levels from scripts to production to marketing. And
most of all we support creativity which will refine and promote the tribal
aesthetic.

We are anticipating the day when Native American tribes can become
investment partners in productions about their tribes. With a cultural
and spiritual resurgence coming from the Native American nations there
is an increasing and abiding protectionism regarding the future
generation’s cultural inheritance, therefore collaborations will become
the prevalent production practice in the future. The Native American
Producer’s Alliance will be central to this for the alliance members trace
their identities to their ancestral lands and mother tongues.

It was my insane wish to write this brief account of the state of film
and video Native America and have expressed it in the manner which I
have been characterized by a commercial production employee: a loose
cannonball. As such I have been offered jobs by most of the companies
mentioned and a few unmentionables and have dogged each production
loyally. I feel qualified to make these loose cannonball statements,
particularly when the deck is full of pirates.
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Victor Masayesva, Jr.

Victor Masayesva, Jr. is a widely recognized Hopi independent producer who has been making video art and television for over 12
years. His works have won awards, including a Gold Hugo at the 1984 Chicago International Film Festival, and have been broadcast
in the U.S. and on German and Spanish Television. His critically acclaimed /tam Hakim Hopit was produced in his native language
and subtitled in English. This and other works, including Ritual Clowns, have been the focus of special exhibitions at the Museum of

Modern Art, the Whitney Museum, the Long Beach Museum of Art and various exhibitions in the U.S., Japan, the Netherlands, France
and the Soviet Union.
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From a Place Called Canada
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By Loretta Todd

The Aboriginal Film and Video Arts Alliance became a reality this
year. We hold as a philosophy the practice of self-government and the
exercise of aboriginal rights in the building of our own cinema and
television industry/community.

But our origins go back long ago, to the first storytellers, who told of
the creation of our peoples, of how we came to this land. We were
imagined by our Creator, and our existence was witnessed and
celebrated by the storytellers.

The storytellers were part of the governing of their nations, as they
were holders of cultural history. Writing on rock, on the skins of our
animal relatives, on carvings on trees, storytellers marked history and
visions. Through story, dance, song, ceremony...the holders of the
cultures kept the histories and the visions alive, told by image and voice,
by word and by action.

To the stories each generation added their realities and dreams. New
storytellers were entrusted with the responsibility of keeping the stories
told. They were entrusted with the role of making the culture tangible,
so that the people of each nation, each village, each family could see,
feel and touch who they were and proclaim that to each other and the
world.

And, they told the stories to honour the grandmothers and
grandfathers, all life and the Creator. And, they told the stories to
acknowledge and teach the laws and philosophies that we were given by
the Creator to protect the land, and the life the land sustains.

When the Europeans arrived, they brought their languages and
imprinted their voice on the land. But the storytellers remained. The
newcomers put their names on their maps, but the storytellers
remembered the histories and made the land talk, in our languages.

Colonialism, armed with disease, time, and a philosophy of
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superiority, fought a war against our people, killing our people,
eliminating many of our storytellers and burying the cultural history of
the land. But much survived hidden away in memories, shielded under
blankets, spoken in whispers, practiced in secret after the Canadian
government passed laws outlawing many of the ways of our people,
from the Potlatch to the Sundance, and outlawing what it meant to be an
aboriginal person of our lands.

Those laws may no longer exist, but the wars are not over. A neo-
colonialism persists, seeking to silence our voice and our claim to the
land and the memories of the land, but still we tell our stories. Today,
storytellers flourish, and this time we have new mediums, including film
and video, which brings us back to the Aboriginal Film and Video Arts
Alliance.

The AFVAA makes no claim to represent all Native Indian film and
video makers, writers, producers, and technicians. Rather, the AFVAA
consists of those who would like to make film and video products part
of the collective reality of being an aboriginal artist and storyteller. We
do not emulate the Hollywood or Canadian, or even other nations’
industries, but rather seek to create our own industry, based on how we
do business. We want to work with other film and video industries and
communities, but we want to do so from a site of power, and not as part
of someone else’s power, always on the margins.

To that end, we have set out to create self-government relationships
with the cultural institutions in Canada. We have undertaken
negotiations with the Banff Arts Centre and The National Film Board of
Canada. With both institutions we have sought to establish a space that
is ours, where we can do business in our own way, make art with our
meaning, and tell stories of our origins or about the very immediate
moments of our lives today. With the Banff Centre we have set out a
series of programs. The Banff Centre consists of theatres, television,
new media, visual arts, writing and recording studios, plus residences, in
a facility that is situated in the Rocky Mountains. Historically,
aboriginal people in Canada have had limited access to the Centre. A
council of artists and elders will oversee our programs, but on our terms.
In this way we will not become the Banff Centre’s idea of what Native
Indian art and story are supposed to be, but we will have the freedom to
speak and create in our own voices.

With the NFB, we are negotiating a similar relationship. Because it is
a larger institution, the process may take longer. But we are hopeful that
we will effect change beyond affirmative action and handouts, to the
exercising of sovereignty and self-government in storytelling, whatever
the medium. Why not create our own institutions? This we are doing,
and have done. Across Indian, Metis, and Inuit country, community-
based video production records, documents, and tells the stories of the
community. Equipment costs, training, lack of access to broadcast have
kept such development to a lower rate than it should be, but the work
continues.

Neo-colonial ideology has left us subjects in outsiders’ films,
television, passively expected us to offer up our stories and histories to
media missionaries or story conquistadors, but that is changing. While
appropriation continues, many outsiders seek co-venture relationships
with us and cultural institutions have begun to question the traditional
appropriations of native stories, expecting collaboration. The Canada
Council, an arms-length government funder of the arts, after
negotiations with individual native artists, has plans to create an
Aboriginal Arts Council.

Sovereignty means our own institutions ultimately. In the north, TV
Northern Canada was forged by Northern Native Broadcasting and the
Inuit Broadcasting Corporation. Together they broadcast across the
north in traditional languages and in English, making TV reveal their
lives and land.

Still, much must be done. Individually, Aboriginal film and video
makers create film and video in whatever way they can, with no budgets
or modest budgets, with 8mm video technology, VHS camcorders
rented from local consumer video stores, to 16mm film financed by the
NFB, but not yet into 35mm. Documentary, or our interpretation of
documentary, is dominant in our work. The lyrical and poetic, to verité
and oral storytelling as it has always been told, all shape how we define
documentary. We dream who we are, and in film, video, new media,
and TV you can see our dreams.
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Loretta Todd
Loretta Todd is a director, producer and writer. Her work combines documentary and drama in an effort to go beyond the ethnographic
voice of conventional documentary. To her, documentary has served to freeze aboriginal people in time, creating a closed world from
which aboriginal people are not allowed to escape. Instead, she seeks to create a poetic, lyrical voice, that speaks from her heart,
while respecting the voices and lives of those that participate in the films.
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Indians and Whites: Video Bridging Two Cultures
By Albert Muenala

This is a quote from a speech by an Indians leader:

"In order to regain the right to this great land in which we
live, we must communicate with the invaders as representatives
of all the living things in the forest."

"It is not that we are opposed to the modernization of
technology. We simply reject the indiscriminate development
of our natural resources."

In Ecuador, the Indians have been engaged in a struggle of
opposition to all forms of colonialism. The Indians have been
placed politically and economically beyond the boundary of
society and have been unable to alter the laws the invaders
arbitrarily created. Everything about us was determined in a
place we did not know. Even though this is the land we have
lived on for ages. Even though this is the land on which our
ancestors were born and died. It is for this reason that the new
generation of Indians have the duty to carry on the Indians
language, customs, myths, and beliefs, and to restore all our
rights.

In Ecuador, the invaders clutch in their hands all the means of
communication like television, radio, newspapers, information,
and transportation. It is precisely because of this environment
that video can fulfill an important role. While we have for ages
orally passed on the history of our people, from now on we can
record in video such things as our political thought, traditional
ceremonies, artistic works, and cosmic philosophy. Since the
history of the Indians is not officially entered in the history of
the nation, we must record this history on our own as something
to leave behind.

Starting in the 1980s, video began to be used in several Indian
villages as a method of teaching and communicating. While
many important social, cultural, and political scenes were
captured on video, most of these videos were never reproduced.
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The reasons were, first, because we had not developed a pool of
skilled producers, and second, because production funds were
scarce. Although Indian villages have engaged in cooperative
production with outside production companies and producers,
the results have been inferior because we are still
organizationally and technically unskilled.

In 1987, Corporatién RUPAI began operations as an
organization of specialists thinking about Indian methods of
communication and education. While we first started
production with a bad video camera, today we use brand new
equipment such as Hi8 video cameras in production. At this
time, we are also planning to form a center for video image
production which can foster a technically skilled staff.

Indians villages should begin rapidly producing many video
works overflowing in originality. In this way, video may
become the peaceful weapon for restoring all the rights of the
Indians people.
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Alberto Muenala

Alberto Muenala is a Quichua filmmaker from Ecuador. He has trained at and graduated from the CUEC (Centro de
Estudios Cinematograficos) of the National Autonomous University of Mexico (UNAM) in Mexico City. Thus far, he has
directed three video documentaries, produced by the Corporacién Rupai, on subjects of importance to the Otovalo
community: Inti-Raymi, Yapallag, and Ay Taquicqu. Two projects are in the works: Quando los Dioses Eran
Neutrales, a fiction film about the indigenous leader Atahuallpa, and his efforts at autonomy during the colonial period in
Peru; and Auto-Genesis 92, a documentary about the efforts of indigenous people in Ecuador to gain recognition for
their cultural traditions and equal consideration under the law.
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The History of Video among the Kayapé Tribe

By Megaron Txucarramae

From the time whites first came in contact with my village,
the whites started to take photographs and film documentary
images of us. Their point of view was different from our point
of view. On the one hand, they frequently emphasized points
that we did not consider important and, on the other, ignored
other points we considered vital. In the end, their films were
beautifully made. However, the audience could hardly ever
learn the "true state of the village" from such films. I wanted
the whites and the people of other villages to learn about our
culture and form of life and to understand and respect us. Yet
the white film crews who photographed my village, after
making all that effort to interfere in our daily life, rarely if ever
exhibited the completed films.

With this as background, we began learning how to use a
video camera. In 1985, some visual anthropologists including
Monica Frota came to me to discuss a project involving teaching
young Indians in the Xingu Park how to use a video camera.
They first taught video techniques to two young men from the
Metyktire group, Kiabjéti and Katoptire. Then Wai Wai and I
also learned. We made lots of video works and discovered the
various wonders of video. One was that we could record village
ceremonies or the elders narrating the village history and way of
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life and then make the young people closely study the video.
Another was that we could record on video the invaders who
have come in from the outside world, such as illegal miners and
loggers. I recently recorded the image of smugglers in the Bau
and Pukanu regions to divulge how much these men were
devastating our great land, polluting our rivers, scaring away
hunting game with the noise of machines, and deforesting the
woodlands. We have also started utilizing a video machine to
restore valuable old films taken of our village.

In April 1993, we established the IPRE-RE Association with
the aim of accumulating more support and funding for video
production projects by the Kayapé tribe. All the members are
Kayapés. We need the funds and technology to reproduce our
video works, because we cannot show them to whites and
people of other villages if they are not reproduced. At this
time, we are thinking of exchanging our video works with other
Indio villages or donating them to museums and schools. We
want to learn through video more about other villages and
about white society. And, in the same way, we would like
whites and people from other villages to understand more about
our village, creating a relationship in which we can
mutually respect each other.

In conclusion, I would like to report a bit on the situation of
video production in other Indian villages. The anthropologist
Terence Turner introduced video cameras to the Gorotire and
Menkraqgnotire villages, and is continuing today to support both
villages. In 1992, the camera crew formed in the
Menkragnotire village by the Mata Virgem Foundation
documented the process of deciding regional boundaries.
Kiabjéti and Katoptire from the Metyktire group were also
members of that camera crew and actually did most of the
filming. I have heard that various other Indian villages are
engaging in video production for the same reasons as we are,
but I do not know the specifics.
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Megaron Txucarramae

"Megaron Txucarramae" is his official legal name, but his Indian name is "Mekaronti," meaning "Great Spirit." He belongs to
the Kayapd Metyktire tribe of the Gé language group,. and was born in 1950 in a Kayapd village in the northern part of the
Xingu Indian Park in the Luciara City District in Mato Grosso State. From age 14, he learned Portuguese and began visiting
other Indian and Caucasian societies. In 1971, he became a contract driver with the Indian (FUNAI=Fundagao Nacional
Indian). In 1984, Megaron was appointed park director of the Xingu Indian Park.

and led movements for the restoration of Indian rights and for environmental protection. In 1989, he travelled around the
world with the rock musician Sting promoting the cause of rain forest protection, and met many important figures beginning
with Pope John Paul Il. In April, 1993, Megaron received the "Indian Distinguished Service Medal" from the Indian Research
Center of Goiasu Catholic University. This June he established the Indian Vision and Image Center. He is currently actively
advancing movements to protect and spread Indian culture and to promote Indian power.
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From a Place Called Aotearoa / New Zealand
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By Tukoroirangi Morgan

In Aotearoa, New Zealand, the Maori have achieved relative success
with indigenous broadcasting, largely through our own efforts and a
number of strategic alliances.

An established core of Maori filmmakers have achieved international
acclaim with the production of feature films like Mauri, Ngati and Te
Rua.

The films mirror an unceasing desire and commitment by their
makers to tell our stories our own way.

While more films are being planned, funding is difficult to secure in
New Zealand and prospective filmmakers are compelled to seek
financial backing from international sources.

In recent times a national umbrella organisation, Te Manu Aute was
set up for Maori staff working in film and television.

The organisation acts as a pressure group to lobby broadcasters and
funding agencies to ensure that native people are involved in the
production of programmes or films.

Te Manu Aute has made a bold stand by insisting that any television
programme or film made about Maori people should be made
exclusively by native producers.
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In New Zealand the media is at the forefront of the struggle to retain
the indigenous culture and language.

But the media is also controlled by the dominant culture, and their
need to maintain audiences in order to sustain commerciality has come
at a huge cost to native people.

Maintaining competitive audience ratings means that Maori
programmes are often relegated to an obscure time slot.

There are two main streams of indigenous broadcasting in New
Zealand and both are valid and are equally important. Mainstream
activity is comprised of Maori units within the larger state television
networks.

The other stream of activity is through a number of independent film
and television programme makers.

Collectively there is a talent pool of some 200 producers, directors,
presenters, journalists and technicians with a minimum of 5 years of
working mainly for the commercial broadcasters.

There are no pan-industry requirements in terms of Maori language or
culture content, and equity legislation is mandatory only with the
government organisations.

TV3, one of four VHF free-to-air channels for whom I work for as a
senior journalist/director, agreed to a minimum quota of Maori
programming content as a condition of its broadcasting license in 1989.
But it has fallen woefully short of its legal obligations.

In 1992 state-owned television broadcasted 179 hours of Maori
content television across two channels from a total pool of 11,000 hours.

The lion's share of Maori programmes on television are made by an
in-house Maori production unit totally funded from the public
broadcasting fee. The remainder of the Maori-oriented programmes are
produced by independent companies.

The majority of programming produced for commercial networks is
broadcast during off-peak slots.

The establishment of specialist indigenous units in mainstream
commercial and broadcasting organisations are a transitional measure to
produce a high quality indigenous product. The consequence of such a
move is to create an important pool of highly skilled broadcasters and
increase the demand for indigenous programming.

In building an indigenous media we must affirm our own values and
build structures that are not only enduring and robust but, more
importantly, truly native in character.

Tribal television stations owned and driven by Maori people are now
seen as the most effective means of changing the face and attitudes of
Maori society to ensure that they’re a meaningful contributor to the
wider community.

The Maori are at the cutting edge of New Zealand’s social problems;
high employment and increasingly poor health are indications of a
people under siege.

But tribal television is an opportunity to harness positive images that
promote self-esteem and worth against the backdrop of hard economic
times.

The first tribal television, with which I am personally involved, is
expected to begin broadcasting at the beginning of next year.

For far too long non-Maori have been the gatekeepers to the most
influential forms of media. Television and film will be harnessed to
ensure that native people, their culture and their language continue to
flourish.
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Tukoroirangi Moran

Tukoroirangi Morgan has worked in television for more than nine years. He currently works as a News and Current
Affairs Senior Journalist/Director at New Zealand’s only privately owned television station, TV3. He has produced
several documentaries including a three hour program special featuring New Zealand’s premier cultural event, the
Maori Performing Arts Festival. An active member of Te Manu Aute, the national association for Maori working in film
and television, Morgan is currently .involved in establishing New Zealand'’s first tribally run and owned regional television
station. In conclusion, he represents the Maori filmmakers and television program makers on the World Alliance.
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From a Place Called Australia

By Frances Peters

In this paper I would like to present what is really only my
perspective as an Aboriginal woman and filmmaker. That is, it should
not be taken as the overall Aboriginal perspective on the Aboriginal
film and television industry. Now while this may sound fairly obvious,
unfortunately for many Aboriginal and non-Aboriginal Australians, it’s
absolutely necessary to make this distinction. For the remainder of this
paper, I will attempt to shed a little light on why the distinction is
made. The theme of this paper is cultural and political diversity which
is also the theme of the selection of films I have brought with me.

To get a grasp on how diverse the Aboriginal population is in
Australia, one has to put it into a historical context, before colonisation
(which I will refer to as the invasion).

Aboriginal people lived on the continent now called Australia in a
very defined kinship system, and there were over 500 language groups
belonging to several Aboriginal tribes. As recently as 1788 Aboriginal
people lived in such an order, for tens of thousands of years. Each
group had their own story for creation, laws and boundaries, and the
concept of land was based more so on the idea that people belonged to
the land than that they owned it. In other words, the continent was
shared (not always peacefully) and, in fact, the tribes had very strict
marriages so what you had was several nations within a nation, each
predominantly different.

So by the time Captain Cook, the first Englishman, had arrived at
what is now known as Botany Bay, planted a Union Jack into the soil
and claimed the continent under British sovereign law, he automatically
assumed that Aborigines were a homogenous group.

But before they could claim sovereignty by British common law, the
land to be Terra Nullius, that is wasteland and unoccupied, therefore in
contradiction to their own action they then deemed the entire
Aboriginal population as British Subjects. Such an act has until this
present day been the foundation for how whites have taken the land and
never negotiated a treaty for native title, or for compensation for that
matter, because why would they want to sign a treaty or give
compensation to people who weren’t there, or to those who were now
British subjects? It wasn’t until as recently as 1967, after I was born,
that we stopped being British subjects and voted by referendum to
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become citizens in our own country. However, only just this year, at a
royal commission inquiry, was the concept of Terra Nullius squashed.
So times are very interesting for us right now, since there are land
claims coming in everywhere. But the government thinks that some
people deserve land rights more than others; I'll elaborate on that later.

Since colonisation, Aboriginal people, who have been forced to live
on plots of land for which they have had no title for over 200 years, did
not have much contact with each other until 1972 when one of the most
significant demonstrations took place in Canberra (the Tent Embassy).
That was the only time that Aboriginal people were seen as a national
group, brought together as they were through the Land Rights
Movement. However, it was quickly discovered that the situation was a
little more complex than that because, for example, Aboriginal people
lived in a much more complicated situations, such as in Urban,
Traditional and Rural conditions. How they were going to utilise Land
Rights would now vary. For example, the more traditional Aboriginal
people who were able to remain on their land in the outback would be in
a different situation than those Aboriginal people who lived in the
townships and cities. It is as if urban Aboriginal people are being
punished for the fact that they were the people that suffered the full
brunt of colonialism.

Now if I can come back to Aboriginal films and who makes them, in
Australia today you notice a case of the “Noble Savage Blues,” where
people (white academics in particular) prefer either to see images of the
real thing — in other words, Aboriginal people who have been able to
maintain their lands and languages — or they prefer to romanticise
Aboriginal people who “look” the part. But the problem doesn’t lie
there. What is equally oppressive is when bureaucrats in Aboriginal
affairs make decisions upon funding for some groups and not others,
because the marriage between the bureaucrats and academics can “call
the shots” concerning what is really an Aboriginal film/image or the
“truth.” In fact, filmmakers may find themselves in a situation where
they think they are accountable to the community, but are in fact
accountable to an organisation funded by that bureaucracy (which is, by
the way, the major funding body for their productions).

But the romanticising doesn’t just stop there, especially when the
politically correct will also try to tell Aboriginal artists they’re not
Aboriginal enough because their politics may vary. It is essential that as
a filmmaker one must try to keep as culturally correct as possible, and
sometimes being politically correct is not the same thing.

Thus, the terms of funding — or the “push” from various academics
and government bodies — is to support the “authentic” according to
their terms. So a lot of money is spent on preserving some cultures, and
a large number of corporate videos are funded by the organisation to
promote “good” relationships with their local community organisations
(as opposed to challenging them). Or else they focus upon positive
stories, and "positive" here often means successful in terms of
achievements in white society.

Rose, in one of my earlier films, summed it up when she said that,
"White people prefer the traditional art because it can become a
commercial venture for them, but they don’t like the urban art because
they are stories about them and what they’ve done to us."

As I mentioned earlier in this paper, the “distinction” must be made.
This is because Aboriginal activist and artist — and filmmakers in
particular — must continue to recognise that Aboriginal nations had
over 500 language groups that communicated different things to
different people at different times. There is no one way, or truth; there
is not one battle or strategy to fight, and there is no Aboriginal person
more Aboriginal than another. It may just be, in fact, a case of
Aboriginal people having the freedom to be heard and respected in order
for their survival, along with the survival of their spiritual and cultural
beliefs, to be ensured. We must also be granted our traditional lands to
do with them exactly as we see fit. No one should ever have to tell
anyone how to be Aboriginal. Indeed, I strongly believe that it will be
our ability to accept each others’ differences as Aboriginal people which
will be the key to our survival, just as it was prior to colonisation. We
should avoid at all costs blanketing our eyes just as the first settlers did
when they arrived.
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Frances Peters

Frances Peters joined the ABC in 1989 as a researcher for the second and
third Blackout series. In addition to her work on other people’s projects,
she produced and directed the documentary Ocean Apart. In 1992, she
produced the one hour documentary Tent Embassy, and is currently
working on an international co-production for the International Year of the
World’s Indigenous Peoples.
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From a Place Called Japan

1925 - 1993: A Tale of the Ainu Ezo-ga-shima

By Kayano Shiro
A History of Aggression

It is easy to imagine that before the inroads made by the Japanese during
the fifteenth century, the lives of the Ainu(1) living on Ezo-ga-shima were
peaceful and comfortable. However, during the Middle Ages, powerful clans
began to invade Ainu territory in northern Japan. Naturally, friction arose
between the Japanese and Ainu peoples, leading to the War of Koshamain in
1456. The war is said to have begun when a Japanese blacksmith killed a
young Ainu boy. )

As a result of the war, the Ainu were forced to accept a number of
restrictions, namely that they were to trade only with the Matsumae clan and
their fiefdom. As a result of this situation, the Ainu were forced into an
inferior position, and were subsequently taken advantage of in an
unprecendented manner. This treatment and other cruelties lead eventually
to an uprising which became the Battle of Shakushain, in 1669.

On February 7, 1855, Japan signed a treaty establishing friendly relations
with the Russian Empire. As a result of this treaty, the Russo-Japanese
border was established at the Kurile Island chain, creating a situation where
Japanese and Russian citizens were forced to live together on Sakhalin.

In 1869 a pioneers’ settlement was established on Ezo-ga-shima, leading
the government to rename Ezo-ga-shima as “Hokkaido™” and organize it into
eleven states and 86 counties. With this settlement as the launching point,
the invasion of Hokkaido slowly continued.

With the enactment of the Family Registration Law in 1871, the Ainu
were unilaterally made into Japanese Imperial subjects.

The “Sakhalin-Kurile Exchange Treaty,” signed by Japan and Russia in
1875, created two more tragedies in the history of the invasion of Hokkaido.
In October of the same year, 841 Ainu were forcibly moved from Sakhalin to
Tsuishikari on Hokkaido, and in July of 1884, 97 Ainu in Kurile were taken
to Shikotantd Island. The result of this was that the Ainu in Kurile simply
ceased to exist.

The discrimination against Ainu only increased as the years went by. For
example, the appellation “northern primitives” was used by the Hokkaido
Settlement Authority to refer to the Ainu. Furthermore, under laws
established by the Meiji government, the Ainu were prevented from freely
hunting deer and fishing for salmon on traditional hunting sites, leading to
severe food shortages. In March 1899, the government enacted the
“Hokkaido Primitives Protection Law,” out of a desire to “protect” the Ainu
and assist them in dealing with their living difficulties — despite the fact
that it was the government policies that had led to the situation where Ainu
needed to be protected in the first place. This Protection Law is still in effect
today, governing many aspects of Ainu life, such as setting artificial limits on
Ainu property rights — limits that are clearly in contradiction to the Japanese
Constitution’s guarantee of “equality” to all Japanese citizens.

Nibutani: Past and Present

In spite of the difficulties experienced in the past, a nearly unsullied form
of the Ainu language and Ainu culture managed to survive in Nibutani until
the 1940’s, and even today, there are movements to protect the Ainu
language and support such cultural activities as traditional Ainu folk dancing.
Dr. Neil Gordon Munro, who from 1931 until his death in 1942 performed
volunteer medical work in Nibutani, recorded many of these customs and
practices in his Culture and Customs of the Ainu. Using this and other
resources as well as film clips, we have been able to produce two
documentaries about the Ainu and Hokkaido. In addition to these films, we
have also produced 1925 - 1993: A Tale of the Ainu, a film whose chief
objective is to examine the various activities modern Ainu are undertaking to
preserve their sense of identity as Ainu.

(1) The Ainu are an aboriginal race of Japan. They are ethnically distinct from modern
Japanese, having more Caucasian features and a unique language and culture.
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Enutomomo ("Gazing")

By Chupchisekor

In the Nihon shoki (“Record of Japan™), it is recorded that soon after the
country known as “Japan” was established, the two sons of the Ainu chieftain
Shrku(1) were converted to Buddhism. It is from this time that the Emishi(2)
and Hayato (two of the indigenous people of ancient Japan) were gradually
converted to Buddhism. I was both delighted and felt it strangely appropriate
when I heard there was going to be an opportunity to see and discuss
Japsnese films from an Ainu point of view in Yamagata, a part of
"Ainumoshiri(3)" in ancient times.”

1 was born in the city of Kyoto in "Sam-or moshiri" (“neighboring
country”/Japan) in 1949. Kyoto is where Bachera Yaeko(4) passed away,
and in the hopes of somehow carrying on her spirit, in 1982 I joined a group
that was privately publishing picture books (ten in all) written in Ainu, called
Aynu’ itak easkay? (“Can you speak Ainu?”). Additionally, since 1983 we
have been publishing a newsletter, Chikaporopeka an-nu (“Listining to the
Letters from the Birds”). I also participate in a study group that meets
monthly in Kansai (Western Japan, in which Kuukai [5] was active) to visit
ancient Ainu sites, called Hushkone Ainumoshiri akopishpa rok-kusu (“Tour
of Ainumoshiri”). In conjunction with 1993, the Year of the Indigenous
Peoples, since last December we have been screening various films, grouped
under the theme “On the Treatment of Ainu in Japanese Film.” Regarding
that treatment, as a form of protest, most Ainu until now had refused to see
any film dealing with them as subject matter due to the distorted image of
Ainu presented; however, we realized that if we don’t say anything, we are in
fact endorsing such treatment, and that if we didn’t speak up about the
discriminatory way Ainu were portrayed, people would misunderstand what
being Ainu meant. With this in mind, we Ainu began a public education
drive of sorts, hoping to show to people what Ainu really are. We hope that
this screening will become a historic watershed in changing the way Ainu are
perceived in the Japanese consciousness.

When I look at these films that are being screened, for instance the film
The Whistling Outlaw (6). I am reminded the story of Nuiio De Guzman, the
governor of the first Audiencia in Mexico, who deliberately provoked the
native (Waschteka) tribe into revolting so he could eradicate them once and
for all. According to stories, he enslaved thousands of natives, selling some
of them to Cuba and Espafiola Island. The storyline of many Japanese films
about the Ainu bears a striking resemblance to this story. While this is but
one example, I think it tells us that the treatment of indigenous peoples
around the world was rather similar. It is important not to think about this as
a “personal” vendetta or action; it is a pattern.

In his play Kenjo no tenarai narabi ni shinreki, the Japanese playwright
Chikamatsu Monzaemon in the Edo Period described the northern countries
of Japan as a land of strange inhabitants, who live according to nature,
having barbaric tastes and customs,
probably what the typical Japanese of his time thought about the Ainu. But I
wonder if the modern Japanese person’s awareness is any different.
Thinking about this makes these films even more interesting and important. I
hope that we can realize even a little bit of the spirit of the Year of
Indigenous Peoples here at this festival.

(1) An aconite (a poisonous plant) in the Ainu Language.

(2) The origin of this Japanese word is “human being” in the Ainu
language of Sakhalin.

(3) The land of the human beings, in Ainu Language.

(4) Ahristian missionary of Ainu Origin

(5) He established Shingon Buddhism, and was of Ainu origin.

(6) Kuchibue-o-fuku-Mushukunin (1961) Toei-Kyoto studios.
Dir. Yamazaki Daisuke An action film in which Kitaoji Kinya plays
a hero who saves the Ainu people wrongly accused of rebellion from
the invasion of Japanese (Wajin ) authority.
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Kayano Shiro

Born in Hokkaido in 1958. He currently resides in Nibutani, Biratori-cho, Hokkaido,
and is the head of the Nibutani Ainu Language Learning Facility. In 1981, he
graduated from the Law Department of Asia University, and, after spending the next
two years at the Yoyogi Law Institute, joined a private enterprise group. In
September 1987 he participated in a research trip to Canada that was sponsored by
Biratori-ché. On that trip, through his dealings with Native Canadians, he became
powerfully aware of his own Ainu origins, and upon returning to Japan decided to
work in an Ainu Language Learning school. He began working at the Nibutani ALLF
in 1988, and was appointed to his current position in 1992. He was also appointed
director of the Biratori Youth Chapter of the Ainu Association at Hokkaido in April of
1990. From April 1992, he has worked as the Assistant Director and Curator of the
Kayano Shigeru Ainu Memorial Hall. His field of specialization is the Ainu language.

F17Ft3Jl (Chupchisekor)
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Chupchisekor

Born in 1941 in Kyoto. Following the will of the late Bachera Yaeko, a Christian
Missionary and poet of Ainu descent, Chupchisekor has been active in many different
areas, such as a series of lectures, “On the Treatment of Ainu in Japanese
Film”(begun Dec. ‘92), a traveling workshop, “Tour of Ainu-moshiri”(begun Oct. ‘90) ,
and the publication of a leaflet, Listening to the Letters of the Birds. In ‘94,
Chupchisekor plans to teach the Ainu language
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United States

Act of War: The Overthrow of the Hawaiian Nation

Dir: Puhipau. Ph, Ed: Puhipau, Joan Lander. Scr: Haunani-Kay Trask, Lilikala
Kame'eleihiwa, Kekuni Blaisdell, Jon Kamakawiwo'ole Osorio. (Video /Color / 60 min
/1993).

Act of War — The Overthrow of the Hawaiian Nation describes the events
surrounding the overthrow of the Hawaiian government in 1893. Through the use
of archival photographs, political cartoons and artwork, along with modern-day
scenes of historical sites and dramatic re-enactments, this program reveals Hawaii's
history from the point of view of Native Hawaiians.

Source: N& Maka o ka 'Aina, 3020 Kahaloa Drive, Honolulu, HI 96822 Ph / fax:
808-988-6984 (if faxing, call first).

The Seventh Fire
Prod, Scr: Sandy Johnson Osawa. Ph, Ed: Yasu Osawa. (Video / Color / 24 min /
1993).

An Ojibway prophecy indicates that Native Americans are living in the age of
"The Seventh Fire" — a time when traditional ways are strengthened. We profile
the Ojibways who have won their struggles. Racial slurs greet Ojibways as they
practice their newly affirmed treaty rights to fish. The Ojibways face anti-Indian
resistance but continue to re-affirm their traditions.

Source: Upstream Productions, Inc., 420 1st Ave., West Seattle, WA 98119;
phone: 206-281-9177, fax: 284-6963.

Ritual Clowns
Dir: Victor Masayesva, Jr. (Video / Color / 18 min / 1989).

This program on contemporary ritual clowns and the traditions and myths of
their emergence in the plazas of Southwest Native American communities is unique
in the treatment of its subject. Maintaining a worldwide historical perspective on
the clown as a mirror of human behavior, this program explores both the acerbic as
well as the ritually cleansing role of humor in Native American communities.
Neither didactic nor strictly documentary in style, this program is eclectic in its
treatment of these illusory figures, through a combination of live video, ancient
traditions and computer-generated animation. R

Source: Victor Masayesva, Jr., IS Productions, P.O. Box 747, Hotevilla, AZ 86030;
phone: 602-734-6600.

Everything Has a Spirit
Dir: Ava Hamilton. (Video / Color /26 min / 1992).

Throughout the centuries, Native American spirituality has been connected to a
reverence for the land and a respect for the sacredness of all life. This deeply-
rooted philosophy is even more relevant today in light of the growing planetary
problems of endangered species, pollution and the loss of human dignity.
Everything Has a Spirit explores the issues surrounding American Indian religious
freedom and spirituality and the impact of these issues on native peoples’
continuing struggle for cultural survival in the United States.

Source: Ava Hamilton, 6393 S. Boulder Road, Boulder, CO 80303; phone: 303-
494-8303.

Imagining Indians
Dir: Victor Masayesva, Jr. (Video / Color / 79 min / 1992).
[shown also as a special invitation film. cf. p51]

Canada
Source for all films: National Film Board of Canada, 3155 Cote de Liesse, Saint-
Laurent, Québec H4N 2N4, Canada; phone: 514-283-9805; fax: 514-496-1895

La Beau Sha Shoo
Dir: Maria Campbell. (Shot on 16mm, edited on video / Color / 24 min /1993).

The story of La Beau Sha Shoo is told by a storyteller who has come for a visit.
As everyone listens, he tells of how a great fiddle player went to Metis heaven and
drank wine with Jesus. Jesus loves the fiddle, and gives the fiddler a song.

It Starts with a Whisper
Dir: Shelly Niro. (16mm / Color / 24 min / 1993).

Shauna is in search of her identity. Her aunts take her to Niagara Falls on New
Years Eve and perform a reclai ming ritual to help restore the voices of the
ancestors.

Bingo
Dir: Margorie Beaucage. (16mm /BW /20 min).

Bingo is an exploration of the culture of scarcity and of the myths that are
passed on when there is not enough to go around. It is a metaphor for life. It
includes representations of many cultures and races, and is not bound by cultural
reflexivity.

The Learning Path
Dir: Loretta Todd. (16mm / Color / 53 min).

Here, three women take us on a journey through their learning experiences:
from the generosity of the earth and the kindness of their elders, to the colonial
institutions of residential schools and their work to assert aboriginal ways of
education
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Kanehsatake: 270 Years of Resistance
Dir, Scr: Alanis Obomsawin. Ed: Yurij Luhovy. Ph: Roger Rochat, Susan Trow,
Jean-Claude Labrecque, Philippe Amiguet, Zoe Dirse, Francois Brault, Barry Perles,
Jocelyn Simard, André-Luc Dupont, Savas Kalogeras. (16mm / Color / 120 min / 1993).
For 78 days in 1990, the world watched as Mohawk Indians faced police and the
army in a tense armed standoff. Acclaimed Native filmmaker Alanis Obomsawin
was behind the barricades throughout the crisis. Her film offers an up-close account
of the conflict and places this confrontation in the larger context of their struggle
for land and rights by Native Indians.

Ecuador

Por la Allpamanda Causaimanda Jatarishun
Dir: Alberto Muenala. (Video / Color /48 min/1992).

This tape chronicles a march and its aftermath by over 8,000 members of
Quichua, Shiwiar, Achuar, and Zaparo groups in Pastaza Province to Quito, Ecuador
in the spring of 1992 to demand land and constitutional reforms.

Source: Alberto Muenala, 10 de Agosto 619 y Checa, Quito, Ecuador; phone:
920-231.

Brazil

Megaron Txucarramae, the director of Xingu Park and leader of the newly
established Indigenous Vision and Image Center, will discuss how the Kayap6 of the
Amazon region have used video for a variety of ends in the recent past. Little of
their work has been edited, so he will show selections of footage to illustrate his
talk. Megaron will be assisted by Monica Frota, the Brazilian who originally
introduced the power of video to the Kayapo.

Aotearoa/New Zealand

Mana Waka
Dir: Merata Mita. Ph: R G H Manley. Ed: Annie Collins. (16mm / BW / 85 min /
1990).

Mana Waka is an epic feature-length documentary showing the construction of
three great waka taua / war canoes in New Zealand during the late 1930s. The
canoes and their moving images were commissioned by one of the great Maori
leaders, Princess Te Puea Herangi. However, the footage was not printed or edited,
and remained unseen for more than 40 years. In 1983 the negatives were restored
and in 1989 work began under the direction of Merata Mita to create a new film
from the 50 year old images.

Source: Mrs. Rena Ngataki, Turangawaewae Board of Trustees,
Turangawaewae Marae, Box 132, Ngaruawahia, New Zealand; phone: 64-7124-
8144; fax: 64-7124-7817.

Ngati
Dir: Barry Barclay. Ser: Tama Poata. Ph: Rory Poata. Pr: John O'Shea. (16mm /
Color /89 min / 1987). i
In this feature film, a young Australian, a recently qualified doctor, arrives on
holiday to visit a non-Maori family. Beneath the apparent peace of the town is an
undercurrent of impending change. It is a moment when the local Maori have to
decide to take their lives into their own hands. The young doctor witnesses all
these events and discovers why his father insisted he spend a holiday in this small
town. He then faces a big decision.
Source: New Zealand Film Commission, P.O. Box 11-546, Wellington, New
Zealand; phone: 64-4-859-754; fax: 849-719.

Mauri, directed by Merata Mita, will be shown as a juro’s film (cf. p.54).
Australia

Source for all tapes: Aboriginal Programs Unit, ABC-TV, GPO Box 994, Sydney
2001 New South Wales, Australia; phone: 612-950-4949; fax: 612-950-4020.

Blackout Series 5 — Episode 1
Dir: Susan Moylan-Coombs & Paul Fenech. (Shot on 16mm, edited on video / Color /
30 min/1993).

This introductory episode for the “Blackout” series contains four shorts on
various subjects: life in prison and the death in custody problem, Aboriginal security
officers, indigenous rock bands, and a comedy segment that poses a hypothetical
situation in which Aboriginal and non-Aboriginal life is reversed.

Tent Embassy
Prod, Scr: Frances Peters. Dir: David Sandy. (Shot on 16mm, edited on video /
Color /30 min / 1993).

This film is named after one of the most significant political protest movements
in Australian history, when four young Aboriginal men erected a tent on the lawns
of the Parliament House in 1972, declaring themselves a Sovereign nation.

Malangi

Prod, Dir: Michael Riley. (Shot on 16mm, edited on video / Color / 30 min / 1993).
David Malangi is a well-known Australian Aboriginal artist whose work was

used on the one dollar note. As compensation for using the artwork, Malangi was

awarded a medal, a dinghy, an army tent and 500 dollars. What we see in this richly

visual film is David Malangi's drea ming --a drea ming that is his reality.

Poison
Prod, Scr, Dir: Michael Riley. (Shot on 16mm, edited on video / Color / 30 min /
1993).
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This drama, the first ever to come out of "Blackout”, considers three major
aspects of Aboriginal reality — assimilation, adoption, and sexual abuse — and
looks at how these circumstances have prompted the creation of addictive
personalities. A hypnotic film, Poison uses dramatic lighting and exaggerated sets,
moves from black and white to saturated colour and is told with as little dialogue as
possible.

Kids & Culture
Prod: Lorraine Mafi Williams. Dir: David Sandy. (Shot on 16mm film, edited on
video / Color /30 min / 1993).

The program follows a theatre group of young urban Aborigines as they
journey from Brisbane to the Cape York Peninsula to spend time with traditional
Aboriginal people, in a quest to find their Aboriginality.

Japan
Ainu in Hokkaido
A Record of the Shiraoi Ainu

Original: Hatta Saburo. Reconstruction: Encyclopaedia Cinematographica Japan
Archives, A Division of the Shimonaka Memorial Foundation. (Video / BW / 39 min /
1925).

This film is a record of the lives of the Ainu of Shiraoi Village which was
presented at the 1925 Pacific Academic Conference by Hatta Saburo, a zoologist at
Hokkaido University. It shows the traditional Ainu lifestyle: greeting rituals,
wedding and funeral rituals, traditional remedies for illness, hunting rituals, folk
dances, and the traditional Ainu style of fishing.

Uepotara — A Traditional Exorcism Rite

of the Nibutani Ainu (by N.G. Munro)

Original: Niel Gordon Munro. Reconstruction: Encyclopaedia Cinematographica
Japan Archives, A Division of the Shimonaka Memorial Foundation. Narration:
Kayano Shigeru. (Video / BW & color / 24 min / 1933, 1992).

This film is a remastered edition of N.G. Munro’s original, made in 1933. Dr.
Munro was a Scottish doctor who, after taking Japanese citizenship, worked in the
years preceding the Pacific War as a community doctor and health advisor for the
Ainu of Nibutani. It records a traditional exorcism rite of the Ainu used against
demons of sickness and disease, as well as other traditional Ainu rituals. It is also a
recollection of the Ainu activist Kayano Shigeru’s boyhood, and it is for this reason
that he undertook the remastering of the film in 1992.

Chisenomi (by N.G. Munro)
Original: Niel Gordon Munro. Reconstruction: Encyclopaedia Cinematographica
Japan Archives, A Division of the Shimonaka Memorial Foundation. Narration:
Kayano Shigeru. (Video / BW & color / 20 min / 1934, 1993).

Another film by Dr. Munro, who died before it could be completed. This
documentary records the Nibutani Ainu ritual surrounding the blessing of a new
“chise” (home).

Words: The Symbol of a People
Dir, Prod: Kayano Shiro. (Video / Color / 20 min / 1993).

Are the Ainu really guaranteed the right of ethnic education in Japan? Sadly,
that answer is no. Believing that “Even if you wear different clothes, even if you
eat different foods, and even if you change your dwelling, as long as you have your
language, you belong to the people that use that language,” in 1983 Kayano
Shigeru opened the Nibutani Ainu Language School in Hokkaido using his own
funds, with the purpose of teaching young Ainu children their native language.
Also using footage taken in 1960 of an Ainu elder telling “uepekere” (traditional
tales) and singing “yukara” (hymns), Kayano's son Shiro depicts his father's feelings
about passing on the Ainu language to a new generation.

How Ainu Are depicted in Japanese Film

These two films have one common feature: they have absolutely no
understanding or consciousness of the Ainu, who are treated at best as “local
fixtures,” and depict as only the “exotic background”---for adventures by Japanese.
Ainumoshiri (Ainu lands). Although there is one Japanese in Rider with a Guitar
who “understands” the Ainu, his naive, hypocritical desire to “protect” them is
reminiscent of the “white man’s burden” philosophy evident in other colonial lands.
It is not only in these films, however, that Ainu are treated this way; in almost all
Japanese films about the Ainu, they are relegated to the level of “talking
dogs”features at a menagerie as it were. Through the screening of these films, we
hope to make people think about how their preconceived notions of the Ainu were
formed.

Rider with a Guitar in the Plains (“Daisogen no
wataridori”)

Dir: Saito Takeichi. Screenplayir: Yamazaki Iwao, from the story by Hara
Kenzaburo. Cast: Kobayashi Akira, Asaoka Ruriko, Shishido Joe. Prod: Nikkatsu.
(Scope / Color / 83 min / 1960). [Video projection]

Within the breathtaking nature around Lake Mashu in Hokkaido, our
“wandering” young hero with a guitar on his back, protects the local Ainu village
from evil-doers seeking to expand tourism.

(from the original publicity kit)

Ship of Outlaws (“Gorotsuki bune”)
Dir: Mori Kazuo. From the novel by Osaragi Jiro. Cast: Okouchi Denjiro, Soma
Chieko, Tsukigata Ryunosuke. Prod: Daiei. (BW /88 min / 1950).

A thrilling samurai romance about the adventures of a government agent in the
breathtaking virgin field of Hokkaido.
(from the original publicity kit)

The Indigenous Peoples' Film & Video Festival Coordinator
Daishima Haruhiko
Abé Mark Nornes
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@ Faces of Southeast Asia
Letter to Sons “ORBIT 50" / Philippines
Harajuku / Philippines
The Fair of Love / Vietnam
Tissue Paper Culture:Throwaway Society, From Goddess to Vagabond / Singapore
Carcass, Symphony 92.4FM / Singapore
Meta-Meta, Jalur, Meta Ekologi, Non KB, Genesis-Genesis / Indonesia

@ East Asia Now
Can Fish See the Same Face Twice, (ngo®)/ Hong Kong
Little King Kong / Taiwan
A Woman Being in Asia / Korea

.Mongolia Then and Now
1/2 | Mongolia

One D?y In Taiga I Mongolia
Recall To The Past / Mongolia

@ Focus on Tibet
Tibetan Opera Troupe in the Khams / China
Catholicism in Tibet / China
The Sacred Site for Asceticism / China
A song for Tibet / Canada
Compassion in Exile / USA
Transmission / Japan

@Young China
Big Tree County / China
| have Graduated / China
1966, My Time in the Red Guards / China
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"I do not see any difference between documentary and feature cinema." —
Alexander Sokurov

After travelling throughout Asia, talking to filmmakers, programmers,
archivists and critics, I started hearing a familiar refrain: “Yes, so-and-so is
making interesting independent film/video, but I'm not sure you would be
interested, because they are not properly documentaries.” The more I heard
this, the more interested I became, and far from being a discouraging word, it
became a kind of provisional stamp of approval. Such warnings meant that
the work fell outside, or between established conventions and boundaries.
My answer was always the same: “Never mind. Where can I see a tape?”

Sokurov notwithstanding, I believe it is useful to maintain distinctions
between documentary, fiction, and experimental film and video. But I say
this as a critic, teacher, and programmer, not as a filmmaker. Category
distinctions are critical conveniences and marketing necessities in a
maddeningly fickle exhibition environment, especially those without state
support. As a filmmaker, though, I delight in ignoring, and sometimes
defacing “No Trespassing” signs posted (by critics, programmers, and
executive producers) at the borders of the realm. But like political
boundaries, these are imagined realms, posted after the cinema-fact and
naturalized by long, habitual recognition.

Unlike entries in the competition section of the Yamagata festival, the
Asia Program is open to moving image works made in any media, of any
length. It is no surprise that the majority of films submitted for the main
competition do not play around with category distinctions, because that might
hurt their chances of being picked for festivals, broadcast on television, and
theatrical release. Sokurov is a major exception, and perhaps it is not
coincidental that he comes from the same part of the world as Dziga Vertov.
Vertov made the constructivist classic The Man With a Movie Camera (1927),
a transgressive film if there ever was one (1). But today it is the work of
Ogawa Shinsuke—in whose name is bestowed this year’s top prize in the
Asia Program—that consistently confounds documentary, fiction, and
experimental boundaries to imagine a new cinematic topography. On recently
seeing Magino Village: A Tale, 1 marveled at Ogawa’s personifications of the
natural world and the use of dramatic interludes to animate historical lore of
the Tohoku region.

It is too easy to imagine the world as something apart from us, and that
our apprehension of it simply replicates, maplike, the outer topography. Let
us imagine new realms. The world of cinema, especially that of independent
Asian documentary, must be seen to be believed. More exactly, the world of
moving images is ‘really’ realized only when it is seen and internalized within
those who can build upon it. The first two YIDFF Asia Programs showed
how potent a common vision of the world projected by Asian documentary
could be. If only more of us—imagemakers and image-users from all over
the terrestrial world—simply bear witness to the images projected in this Asia
Program 3, our world will become much bigger.

The foregoing rhapsody for the possibilities of independent Asian
documentary is meant as a metaphor for exploding the limits of what we
imagine moving images can be and do. But I do not mean to minimize the
more straightforward ability of cinema and video to take us places—real
places and people that we would not otherwise have a chance to see (2).

Regarding Tibet: this year we present a special regional focus on north
Asia, particularly Tibet. Tibet is receiving an increasing amount of exposure
lately because of its struggle for self-determination, the uniqueness of its
Buddhist practices, and the inextricable tie between its cultural expressions
and philosophical doctrines. Tibet is increasingly important for Sino-
American relations, because it is there that the most egregious human rights
violations and repressions take place, which in turn have vast implications for
Chinese economic development and world political recognition.

For most of us, Tibet is mediated by images. “Tibet” conjures similar
images, having mainly to do with exoticism, that “Orient” did a century ago.
It is a concept and a place trafficking in magic, functioning as a screen on
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which (we) others project their fantasies. Politically, Tibet is exemplary of
many regional cultures who struggle for independence and autonomy from an
overbearing dominant country, whether European, American, African or
Asian. Geographically, Tibet is Asian; ethnically, Tibet is indigenous.
Already, Tibet intersects several major emphases of the Yamagata
documentary festival.

A program of new films and video on Tibet therefore throws several
things into relief. How does documentary practice, in word and image, focus
world attention on a region which until recently was as remote and fanciful as
Timbuktu? Tibet is under siege by a powerful occupying force, and China is
only one such force. Another is the motivation and aims of those who convey
Tibet: its colors and smells, its lamas and liturgies, its songs, sufferings, and
hopes. How then do these people not only convey, but construct and purvey
Tibet in the minds of audiences?

As with any documentaries, the works in this section will shed as much
light on the suppositions of filmmakers as on the material they cover. But
Tibet is so evocative, so exemplary of so many other issues, that its richness
far outruns its face value as documentary material. We could almost think of
it as a laboratory.

Because Tibet is a country under siege, its people are forced to carry on
their language, religion and culture in secret and in exile. This intensifies the
Tibetan heritage, making it more concentrated than it might otherwise be. For
the richness and the endangered quality of its indigenous heritage, Tibetan
practices of cultural transmission are worth documenting for their own sake.
In addition, there are many Tibets — clusters of images and sounds which
mean so many different things to the people who do the documenting. The
Tibetan documentary experiment yields a rich array of compounds according
to the elements of those who conduct the test. What kind of results do they
want? This will affect the kind of film they make.

For example, the existence of a small Catholic community in Tibet is a
surprise to most people. Catholicism in Tibet tells of Tibetan Christians who
have long endured religious persecution at the hands of the local Buddhist
monastery. The Buddhist lamas see Christianity as a challenge to their local
authority. To Westerners (Compassion in Exile; Song for Tibet), on the other
hand, Tibetan Buddhism is under siege by the Chinese occupation, which
suspects a resurgence of Tibetan nationalism under a religious Trojan horse.
The Catholic Tibetans testify to the fairness and generosity of the Chinese
authorities, who protect them from the heavy hand of the lamas. Such is the
relative ‘inside-outness’ of comfortable oppositions like ‘exotic’ and
‘indigenous.’

For this reason we have included documentaries on Tibet from the West.
Even though the filmmakers are from North America, we felt it appropriate to
get as many vantages on Tibet as possible. Especially in the absence of film
or video made by Tibetan artists themselves, we feel it is appropriate to
trespass the ordinary boundaries of Asian vs. Western productions, in hopes
that the Yamagata audience will make up their own minds and hearts. In any
case, a Manichaean opposition between Asian and Western is rapidly going
the way of the rickshaw, and these days it is wise to be as malleable in our
cultural categories as in our generic expectations.

Darrell William Davis
Asia Program Curator

(1) Though we can blithely call it a classic, it was reviled at the time of its
release as a hotbed of "'formalist jackstraws and unmotivated camera
mischief," Annette Michelson(ed.), Kino Eye: The Writings of Dziga Vertov,
1984.

(2) "[Eadweard] Muybridge had foreshadowed a cyucial aspect of the
documentary film: its ability to open our eyes to worlds available to us but,
for one reason or another, not perceived," Erik Barnouw, Documentary: A
History of the Non-Fiction Film, 1974.

77

72
z
2.
=
cl
z
7
I
%*
-—i
=
D
P
m.
s
)
3
(=]
N
=




Z
~
I
7
)
4
=2
VAN
*
—
=
@
>
n
e
)
=3
o
«Q
=
2
3

U

T DN

FACES OF SOUTHEAST ASIA

78

[EF~DFHK]
BEE . XFFvbF - YIS/
CTH SN T 15T 4 0) 19924

Kbz EhHh 2500 F o7z, BlH50m%12
B0 7EED, HO O INE TORMIGD) &
HEEE, ZLT3AOFHEDEDLY 2 L
’a’_" FNEFNDOTFHEIIGE T/ 3BBOFTHE W
IR T, BUAROHET, KET 5
TENEVWFYRFTIYNcFRIVIIZES
T, BLToRE, BE & W) EEL & KT
:%%%3&0 LiIZEoT, WD
ENTWE, BBIZZFDOWEEMAE L 8¢5,

X FIy b @EBE v

194257 4 Y ¥ >, NE¥FHETH, &2
NI O A A TRBES T, | 2D/ T 4
Vb el T 5 U 2 BLE{E D T, T4 <A
s L) thols, RN— Iy F4
7o T4 [BEIERNLEE] &, FFR
FfEdn & LTI E SR IC R e 2 v b DI
7o 72 (50— V&),

[I\SYas]
%E:Dyﬁx-u—/an/ﬁa—/
253/ 7 4 1) € 19924F

BRTEGICFEVWT/ZEERTH), 7=
A—F—DOy IR —, EOHEKTHE
MOERIZ, BEEDO77>F—%A M) —1
FA4 TICBFHEETCVE, 74 0V01%, B
BOHBHEEDORA T Y o —, I2—7
Ty, NTr—<—TbLbORBEEEDEE
TEHY, FOHEREL., HEHORIBICE
ART7ZA—=—TareH#FLTHLZI LT,

LEDEGEE—HEE T, [NTPar] iF,

HORAED L H 12, REbODEEEFIE
DTS HZWAEIT TR, BLERZSEDLT
BYVEM7Z,

D~y7;( . I)_

1950468 H. 74 VE> DL Y Y BF Witk
The 74 EVENRFBEFIMEH, &
BERELTELT, [v=5 - 7UTF ] &I
4 a<EETER, 7= A—T a3 yRER
T D BRI S BERRAY T A i (37 v [ S Bt ]
BRTH EBLEIN TS, 199245 A 0 5 [EFRAZ
MESOBEFETHRICHIE L. BIEMHE T 6
T Twa,

[Ealon |
BEE Fry Ty hv A SEFS
AT — 255 /X b F A 19924

[Bwe ) off| OB 4EIE, 1412
%t@#ﬁ?%%om‘%#b@ﬁ?‘fV)fﬁl%ﬁfwhé
WK S+ - 7 4T, RIEFEN 2R
ETHEIREBER2E-72, TOBBZRIIR
BREER, RECEFo2bEENX, LT
TURAEREEERODLANAEHSL L RDODHT
Wb, ZOBERDOITLILDEELENE
Wik, TEIRZ RO TE L 25 0o TRZBN
ExFHET S, CORBENTIEHLPEER
HELY) 7 — L OFTH LD EWIZHFZE
WHTZ LI B,

FoeJp hyd
19604EM T L D BLEE D 2468 5o 664F
IZIFEN A (4E) OB RGN TV S,

Letter to My Sons : “ORBIT 50”
Dir: Kidlat Tahimik / Video / 17 min /
Philippines / 1992

Having orbited the sun fifty times — in other
words, having turned fifty years old — the director
presents us a record of his life as he has lived it until
now, as well as the artistic endeavors he has
undertaken, in the form of a letter to each of his three
sons. In these “letters,” he also comments on the
relationship he has with his sons. To Tahimik, who
travels often and is therefore away from home, his
strongest connection to his sons is through film, a rich
and fertile realm without borders where it is possible
to become free. It is images that convince us of that
possibility.

Kidlat Tahimik

Born in 1942 in Baguio, Philippines. Kidlat
Tahimik is a widely recognized independent
filmmaker who began making films relatively late in
life. His film I am Furious Yellow..., will be shown
again as a special screening. Cf. p. 50.

SOURCE: Kidlat Tahimik
P.0. BOX 86, Baguio, Philippines
Tel: (63) 74-442-2723

Harajuku
Dir: Rox Lee / 16mm / Color / 12 min /
Philippines / 1993

Vivacious and virtuosic, cartoonist and animator
Rox Lee makes his Japanese directorial debut with a
tribute to the funky street life of Harajuku. The film
dashes off renderings of the dancers, musicians, and
performers who haunt Harajuku’s Sunday spaces, but
unlike many similar treatments, he abstracts the
movements and forms with animated, expressionistic
juxtapositions. Like his caricatures, Harajuku is a
film that not only grabs your attention and refuses to
let go, it also makes you think.

Rox Lee

Born in 1950 in the city of Naga on the island of
Luzon, Philippines, and graduated from the Philippine
National University in Architecture. He currently
publishes a comic strip in the Manila Bulletin. He has
worked on both animated and live-action film
projects, and his work has been screened at the Hong
Kong International Film Festival. He has been in
Japan since May of last year, researching film and
seeking funding for future projects.

SOURCE: Network Films Inc.

203 Shato Sanraizu, 2-19-2 Kamiogi,
Suginami-ku, Tokyo 167 Japan

Tel: (03) 3392-6367

Fax: (03) 3392-6333

The Fair of Love
Dir: Tran Van Thuy / Video / Color /
25 min / Vietnam / 1992

The director of How to Behave ('85) makes an
ethnographic expedition to Khao Vai, a remote
mountain village where there is an annual
matchmaking festival. This visual delight covers the
easygoing heritage of the fair, the courtship rituals,
and the instructive matter-of-factness with which
these people approach romance and marriage. A
completely different set of pleasures and priorities
motivates the participants, who come from far and
wide to find a bride. The women, young and old,
actively play both cat and mouse roles in this
benevolent, but important game.

Tran Van Thuy
Started making film in the mid sixties. In 1966,
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he visited the battlefield in South Vietnam. His film
on his own country won the Golden Dove Award in
the Leipzig Film Festival in 1970, and from 1972 to
77, he studied at the Moscow Central Film University,
winning an award for his diploma production at the
Student Film Festival in Moscow. After returning to
Vietnam and filming the Chinese-Vietnamese War, he
produced his long time ambition, a film on the
Vietnamese capital, Hanoi, For All Eyes. However,
this film was rejected and banned until 1987. His
1987 film How to Behave approaches the essence of
Hanoi, demonstrating Tran Van Thuy’s keen eye for
criticizing his society.

SOURCE: The Youth Film Centre
51 Tran Hung Dao St., Hanoi, Vietnam

From Goddess to Vagabond
Dir: Cheah Boon Ee / Video /
Color / 18 min / Singapore / 1992

Tissue Paper Culture:

A Throwaway Society
Dir: Cheah Boon Ee / Video / 4 min /
Singapore / 1992

Screened originally at the Singapore
International Film Festival, Goddess is Cheah’s first
effort as a documentary producer. Singapore is known
as a place of full employment and full stomachs, but
that is not the case for all its residents. Goddess
highlights the plight of stray cats in Singapore. With
an annual extermination of over 10,000 animals,
unwanted strays are a growing concern in the streets.
Homes are hard to find for strays as public housing
authorities prohibit the keeping of cats. As the feline
population grows, they are destined to wander the
streets like vagabonds. Will be screened with
Cheah’s short workshop production Tissue Paper
Culture: A Throwaway Society, which parallels the
use and discard of tissues with human lives. Cut to a
moody tune, this video highlights Singapore’s
growing “use and throwaway” attitude toward the
aged.

Cheah Boon Ee

Born in 1967 in the tin mining town of Ipoh,
Malaysia. At seventeen she went to Australia and
received a degree in Japanese and Economics from the
University of Melbourne. She began making her own
videos through the training center of the local
community center when she and her family emigrated
from Malaysia to Singapore. She is fluent in Malay,
Chinese, Japanese and English.

SOURCE: Cheah Boon Ee
BIK 543, Pasir Ris St. 51, #13-08, Singapore 1851
Tel: 581-2458

Carcass
Dir: Eric Khoo / Video / Color / 51 min /
Singapore / 1992

Symphony 92.4 FM
Dir: Eric Khoo / Video /BW /
30 min / Singapore /1993

Carcass, (shot in Hi8 and edited on Beta) made
with writer Nazir Hussain, is a gritty, realistic story of
a butcher and his two sons. With a daily grind of
chopping and carving animal flesh, the overwhelming
problem in the lives of these men is how to forget.
The father pickles himself in alcohol, ranting at his
sons in harsh Hokkien. One son silently endures his
father’s tirades; the other frequents prostitutes, another
kind of flesh peddler. Documentary sequences at the
abbatoire alternating with working class TV fantasies
cleanly expose the psychic constructions of desire and
class.

Symphony 92.4 FM is a sympathetic,
documentary style portrait of an old Chinese man
living alone. This almost silent study of loss and
isolation is both iconographic and very warm. The
film affectionately characterizes a man whose loss of a
pet reflects the tenuousness of his own life. It is
delicate and memorable—difficult to believe it was
shot on Super 8 film in 3 days for $250.
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Eric Khoo Kim Hai

Born in 1965 and took a bachelor’s degree in
cinematography at the City Art Institute of Sydney.
He is also an illustrator and writer for Big O magazine,
an alternative music and image culture magazine in
Singapore.

SOURCE: Eric Khoo
28, Scotts Road, Singapore 0922
Fax (65) 737-8195

Presented by Gotot Prakosa (indonesia)
Meta-Meta : 16 mm / Color /3 min / 1977
Jalur: 16 mm / Color /12 min/ 1977
Meta Ekologi: 16mm /BW /14 min / 1979
Non KB (On Family Planning): 16mm / Color /
2 min/ 1979
Genesis Genesis: 16 mm / Color /

12 min / 1981

A program of five short works by Gotot
Prakosa, a painter, teacher, and arts activist based in
Jakarta and Bali. Meta Meta is abstract animation
which imagines “the life force welling up this film
depicts the visual dreams I had when I was 12 years
old. I made this film in the same way that I paint.”
Jalur is a sort of road movie, telling of a trip from
Jakarta to Bandung. The film is an expression of that
trip. Made in 1979, Meta Ekologi has earned the
description by a well-known Asian critic as “a
revelation. . . the first Southeast Asian avant-garde
classic.” Prakosa calls it “a response to an attempt to
enter into dialogue with the ecology of earth and water

a process of poeticisation.” Non KB is a
“spontaneous vision on the introduction of family
planning.” And Genesis Genesis, an exercise in
pixillation, is “a film inspired by mythologies of
human life from a part of Indonesia, which speak of
class and character.”

Gotot Prakosa

Born in 1955 and studied painting in Jogjakarta,
and film at the Jakarta Institute for the Arts. He began
making experimental and animation films in the ‘70s,
and his short films have been shown at the
Oberhausen, Sydney and Hiroshima film festivals.

SOURCE: Ekapraya Tata Cipta Film

Jalan Walet Raya Blok K8/12, Bintaro Jaya,
Sektor II, Jakarta, 12330, Indonesia

Fax: (21) 736-0835

Can Fish See the Same Face Twice
Dir: Comyn Mo / 16mm / BW & Color /
41 min / Hong Kong / 1992

(ngo?)
Dir: Comyn Mo / 16mm / Color / 40 min /
Hong Kong / 1993

It’s about time Hong Kong, with its frenetic,
splashy, and militantly commercial spectacles,
spawned a film artist who works in a more
idiosyncratic mode. With Can Fish See the Same
Face Twice, Comyn Mo aptly illustrates the
description of his work as “performing images.”
Using time-exposure night filming, computer
animation, and a miscellany of languages, sounds, and
graphics (including words from Gadamer,
Wittgenstein, and Kristeva), Mo weaves a distinct,
playful, and pyrotechnic experience of romance and
reflexivity around the viewer. (ngo’), the phonetic
symbol of the first person singular in Chinese, is a
more somber black and white reflection on the
ambiguity of personal identity within a problematic
relationship. Mo’s films are autobiographical, but so
allusive and textured that whatever signs and meaning
you discover are always mediated by the most
elaborate designs.
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Comyn Mo

Earned a degree in design from the Hong Kong
Polytechnic in 1983. His work has been screened at
festivals in Brussels, London, and Los Angeles.

SOURCE: Comyn Mo

13/F BLK19 7B Lok Shan Road, Tokwawan,
Kowloon, Hongkong

Tel: 852-364-2717

Fax: 852-364-2848

Little King Kong
Dir: Hsu Ling Yao / 16mm /BW & Color /
12 min / Taiwan / 1992

A poignant, short reminiscence on the death of
the filmmaker's younger brother combines reflection,
home movies, and interviews with eyewitnesses. The
funeral ceremony shows her brother’s ashes placed in
the temple. Hsu conveys sudden death by lingering on
details and laying over them memories and
speculation, a filmic equivalent to the sort of unseeing
reverie that overtakes a family in shock.

Hsu Ling Yao

Earned an MFA in filmmaking from the San
Francisco Art Institute in 1992. She has worked as
assistant director and coordinator for various
production companies and as an instructor at a
journalism college. In 1988, she won a collegiate
award from the Taiwan documentary news
competition.

SOURCE: Hsu Ling Yao

4F-2, No. 17, Lane 61, Sec. 2,
Hang Jo S. Rd. Taipei, Taiwan
Tel: 2396-3688

Fax: 2391-0618

A Woman Being in Asia
Dir: Byun Young-joo / Video / Color /
60 min / Korea / 1993.

A documentary about the expansion of
international prostitution among Asian countries—
especially Thailand, Japan and Korea. This film
begins by introducing the phases of the “Geisha Tour
Party” on Cheju Island, notorious for its enticement of
Japanese tourists by prostitution. Using extensive
interviews, the filmmaker brings to light the structural
gap between advanced and underdeveloped countries
as told in the prostitutes’ own words. The extremes of
the sex trade suggest the ways in which sexual culture
and consciousness have been distorted for the
common people in Asia. This documentary ends with
a question of what life is, for a woman being in Asia.

Byun Young-joo

Began making 8mm and 16mm dramatic films
in 1988. She has also worked as video editor and
director of photography for women’s activist films and
videos. A Woman Being in Asia is her first work as a
documentary director.

SOURCE: VISTA

4F1. Kogeum Bldg. 1535-9, Scocho-3-Dong,
Seocho-Gu, Seoul, Korea

Tel. 597-5364

Fax. 597-5365
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MONGOLA THEN AND NOW
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81/2

Dir: Jamba Solongo / 35mm /BW /26 min /
Monglolia / 1990

The year 1989 saw many tumultuous
demonstrations for democracy, and not only in Beijing
and Berlin. 8 1/2 traces the growth of the National
Democracy Union, which started in December 1989
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with a gathering of 300 outspoken souls, then
eventually mushroomed to crowds of 20,000, then
100,000, fully one-fifth of the city’s population.
Wishing'to avoid the Stalinist bloodbaths of the 1930s,
the NDU held hunger strikes as a sign of its
seriousness and in the end, signed an agreement with
the central party to allow the formation of four new
parties, the establishment of a Parliament, and free
elections. As the ice thawed on Mongolian rivers in
the spring of 1990, so the entrenchment of communist
bureaucracy started to break up and flow downstream.

Jamba Solongo

A graduate from the Moscow Academy of Film
Art. After working as assistant director in the
Mongolian Film Studio, he started working on
documentaries, and has directed over a dozen films.
His films show his interests in various subject matter,
such as natural resources in Mongolia, cancer,
democratic movements, and so on. In 1991, he visited
and made a film on the 14th Dalai Lama, in exile in
India. With his 1989 production 8 /2, he obtained
nationwide support in Mongolia. The film was also
shown and well received abroad.

SOURCE: Jiyu Kobo, Inc.

15-1 Nanpeidai, Shibuya-ku, Tokyo 150 Japan
Tel: (03) 3463-7543

Fax: (03) 3496-4295

One Day in the Taiga
Dir: Dranjab Sumkhuu / Video /
17 min / Mongolia / 1993

A boy’s thrown lasso wraps around the legs of a
deer. A quick tug, the rope goes taut, the deer is
brought down. The camera captures this moment of
tension. The lives of the people who live amongst the
splendor of the raiga (Mongolian forest) are filled
with moments of tension, moments of seriousness like
this. But this tension is not something forced upon
them by circumstances — rather, it is a moment when
time seems to stop, even for people who have all the
time in the world, like the moment when a sleeping
baby unconsciously remembers the lullaby being sung
to him. It is in this way, in these moments, that
tradition is passed on. The day ends with the
moonlight illuminating the faiga, another day tradition
has been passed on, another day that has come and
gone.

Dranjab Sumkhuu

Born in 1957 in Ulaanbaatar. Worked on radio
shows 1977 - 82. He then studied in the department of
documentary film at the Moscow Academy of Film
Art 1982 - 88. After working for the National
Television, he formed the first independent film and
television production company in Mongolia, and has
produced films on Mongolian nature, historical sights,
religion, and local fairs.

SOURCE: Mongolian Commercial Free TV
& FILM Co. Pte. Ltd.

Post Box 812, Central Post 13,

Ulaanbaatar, Mongolia

Tel: 976-1-329020

Fax: 976-1-310060

Recall to the Past
Dir: L. Balkhaajav / Video / 34 min /
Mongolia / 1993

This film examines the tragedy of war,
specifically that of the Sino-Japanese War, utilizing
footage of Japanese troops detained at prisoner of war
camps mixed with footage of those locations as they
are today. The connection between past and present is
made through the narration of various ex-POWs,
Japanese who have returned to Mongolia to search for
the remains of their fallen comrades. Their
recollections are not merely things of the past; they
echo in the viewers’ minds as appeals for the present
and admonitions about the future.

L. Balkhaajav

Born in 1959 and studied at Theater and Film
Art University in Leningrad (St.Petersburg). Has
directed and produced feature films, documentaries,
and concert films of popular musicians.



SOURCE: Mongolian Film, TV and Video
Company "ULZIL"

Ulaanbaatar 16-24, Horoolol 5-r,
Ulaanbaatar, Mongolia

Tel: 976-1-26429
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Tibetan Opera Troupe in the Khams
Dir: Fu Hongxing / 35mm / Color / 55 min/
China / 1993.

In the Khams region, a Tibetan-inhabited area
on the Qinghai-Tibetan plateau, there is a folk opera
troupe. The performers’ daily lives and performances
have already merged into an organic whole with the
natural environment and religious beliefs. The
Tibetan nationality is handed down in this way from
generation to generation, and has a history of several
thousands of years. This film shows their real living
conditions. It also gives a taste of the clarity of the
air, the grandeur of the mountains, and the
exhilaration of unrestricted communion between the
lifestyle and artistic expression of these traditional
performers.

Fu Hongxing

Born in Shanghai, majored in Chinese literature
at Shanghai Fudan University and graduated in 1985.
The same year, he began his career as a producer and
director of documentary films. He has already
produced 15 documentary films, including
Christianity in China ('87), Catholicism in China
('87), Tibetan Society in the 1950s. ('91), and others.

SOURCE: Fu Hongxing
No. 15 Beihuanxilu, Beijing, China
Fax: (86-1) 851-6299

Catholicism in Tibet
Dir: Jiang Yue / Video / Color / 60 min /
China / 1992

Yanjing is a small village in southern Tibet,
home of Tibet’s one and only Roman Catholic
Church. Its outside appearance is no different from
any other building in Tibet, but inside one can see
statues of Christ, Mary, even the Apostles. Scattered
around the church, some 100 believers live in the area.
On the Sabbath, the sonorous tones of the Mass, sung
in Tibetan, issue forth from the building.

Many missionaries came to Tibet from Europe
at the end of the 19th century, hoping to spread
Catholicism among the Tibetan people. They mei
with many obstacles, sometimes even death.
Eventually, they were able to gradually spread their
message, but...

Jiang Yue

Born in Beijing in 1962, and graduated from the
Literature Department of the Chinese Drama School in
1988. After graduation, he entered Beijing Film
Studio, working as an assistant director on A
Policeman in the Year of the Dragon and The Passing
Year, The Coming Year. He began filming
documentaries in Tibet in 1991.

SOURCE: Jiang Yue
Room 531, Xin Nan Lo 203,
Chou Neidajie, Beijing, China

The Sacred Site of Asceticism
Dir: Wen Pulin, Duan Jinchuan / Video /
Color /75 min / China / 1992

Directors' comment:

We first visited the holy land of mChims-phu
and recorded our meeting with the ascetics on 16mm
film. Although we only spent a very short time with
them, we had been deeply impressed. Totally at ease
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with themselves, these ascetics confront their harsh
living conditions with unbounded self-confidence.
They even considered asceticism as 2 kind of supreme
joy unavailable to ordinary mortals.

We went to mChims-phu again in 1992. We
wanted to visit our old friends and see for ourselves
what changes they had gone through in the past three
years. And it did turn into a joyous occasion. To
these ascetics, three years was but a very short time.
Their living conditions had not improved; not that
they could not improve them, but they just did not care
for material comforts. We did, however, feel that each
and every one of them had changed spiritually.
Asceticism has brought them spiritual satisfaction and
peace of mind. In due course, they will effect higher
social standings, command respect from mortal souls,
and ultimately achieve happiness in the next life. It is
also their way to let lay society forgive their mistakes.

(17th Hong Kong International Film Festival)

Duan Jinchuang

Born in 1962 in Chengdu, Sichuan. After
graduating from the Beijing Broadcasting Academy in
1984, he moved to Tibet to produce documentaries.
Films include: Highland Barley ('86); The Blue Mask
Consecration ('88); Tibet (1991)
Wen Pulin

Born in 1957 in Shenyang. He graduated from
the Central Academy of Art in 1985 and was active in
a variety of contemporary art activities until 1989. He
was also a director in experimental theatre. After 1989
he spends most of his time collecting folk songs and
making documentaries in Tibet. Films include: The
Big Earthquake (‘88), The Living Buddha of Kangba
(‘91), The Nuns of Mengjin Nunnery (‘92).

SOURCE: Wen Pulin Productions, Beijing
Fax: (1) 602-4853

A Song For Tibet

Dir: Anne Henderson / 16mm / Color /
56 min / Canada / 1991

Since the invasion of their territory by China
some forty years ago, Tibetans have been struggling
for cultural and political survival in a world
surprisingly indifferent to their plight. This film tells
the dramatic story of the efforts by Tibetans-in-exile
to save their homeland and preserve their heritage
against overwhelming odds. Featured are two
Canadian Tibetans, Thubten Samdup (Sam) and Dicki
Chhoyang, modern people with roots deeply planted
in their ancestors’ beliefs and traditions. Also
prominent is the Dalai Lama, whose inspiring
leadership in exile has never wavered from the
Buddhist belief in non-violence. Filmed in the Indian
Himalayas and in Canada, A Song for Tibet is a
beautifully photographed examination of one of the
world’s most ancient and benevolent cultures, whose
future hangs in the balance.

Anne Henderson

An award-winning filmmaker specializing in
films showing the struggle for social and political
justice by those who have been marginalized by the
dominant culture. Before A Song for Tibet, she made
Holding Our Ground, about women squatters in the
Philippines; The Impossible Takes a Little Longer,
about disability, work and motherhood; and Nor a
Love Story, a controversial documentary on
pornography produced by the National Film Board of
Canada.

SOURCE: Arcady Films
4121 Esplanade Montreal,
QC. Canada H2W 1S9
Tel: (514) 845-0850

Fax: (514) 938-8977

Compa s on in Exile: The
Story of the 14t Dalai Lama
Dir: Mlckey Lemle / 16 mm /Color/
57 min / USA /1992

This movie tells the story of one of the most
fascinating, inspiring human beings on the planet, the
Dalai Lama, supreme spiritual beacon of Tibetan
Buddhists. Inherent in that story is what the Chinese
policies of suppression and genocide have done to
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Tibet over the past 40 years. However, like the Dalai
Lama himself, the film does not dwell on political
recrimination, but instead is devoted to the philosophy
of nonviolence and spiritual insight. We learn who
the Dalai Lama is and we see him at work in his
monastery of exile, addressing world leaders and
Tibetan pilgrims alike. Gradually, to the eerie strains
of a Philip Glass score, we learn the tumultuous
history of Tibetan Buddhist culture as it is carried on
in an incredible person.

Mickey Lemle

Since 1970 Mickey Lemle has been active in the
film industry as a cameraman, editor, director and
producer. Born in New York City, he served in Nepal
for the US Peace Corps, then worked for Boston’s
WGBH public television until 1977. He then formed
his own company, producing environmental and
public affairs documentaries, including The Other Side
of the Moon, Our Planetr Earth and most recently
Compassion in Exile.

SOURCE: Lemle Pictures

132 W. 31st St. New York, NY 10001 USA
Tel: (212) 736-9606

Fax: (212) 736-9608

Transmission _
Dir: Watanabe Yoshimitsu. Music: Yamanaka
Shigeru / 16mm / Color / Japan / 45 min / 1992

Watanabe Yoshimitsu, once a motorcycle-riding
hooligan in Tokyo’s suburbs, and director of a
documentary film on their own activities, visited Tibet
and began the production of a film focusing on *“god”
and other abstract ideas related to spiritual qualities.
The filming was frequently interrupted by financial
matters, and Watanabe ended up earning the whole
budget by himself. The film took 11 years to produce,
filming on location not only in Tibet, but in Nepal,
India, and Thailand.

The film is made of 5 parts, following the 5
basic elements of the world according to the Tibetan
Buddhism: Earth, Water, Fire, Wind, Air (Heart). It is
dedicated to Koizumi Masahiko, member of the staff
killed in an accident on location. Watanabe himself
died of a sudden heart attack soon after he completed
this film.

Watanabe Yoshimitsu

Born 1959 in Tokyo. After quitting high school
and becoming a motorcycle gangster, he worked for
radio programs and then became a freelance journalist.
He directed The Moments We Lived in 1983, a
documentary on his own activities as a member of
motorcycle gang. Inspired by Tibet and its people, he
went on a 11-year location shoot to produce his film
on the spiritual world which eventually became
Transmission. Died in 1992 of a heart attack.

SOURCE: Dela Corporation Inc.
7-15-13-813, Roppongi, Minato-ku,
Tokyo 106 Japan

Tel: (03) 3479-0591

Fax: (03) 3479-0786

YOUNG CHINA
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Big Tree County

Dir: Hao Zhi Qiang / Video / Color / 45 min /
China / 1993

Even the title of this television documentary
from EVO studio is heavily ironic, because the subject
is a mammoth sulphur blast furnace which dominates
the life and breath of the little Sichuan-Yunnan town
which bears the name. Inevitably, the clash between
pastoral folklore and the hellish reality of the smelting
furnaces takes its toll, especially on the town’s
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children. They have no say in the operation of the
furnaces or in the lessons and songs they learn in
school, which teach them to be kind to the
environment. But this film is not an expose; it focuses
on the good humor of these firebreathing folk in a
heavy industrial inferno.

Hao Zhi Qiang

Born in Tianjin in 1964. After attending the
Beijing Central Fine Arts Institute and the Department
of Animation, Beijing Film Academy, his film Wind
was shown at the Los Angeles International
Animation Celebration. Since 1990 he has been an
independent producer.

SOURCE: EVO Film and Video
Production Co.

6-2-11 # 9th, Hepingli, Dongcheng District,
Beijing, China

Fax (1) 423-8093

| Have Graduated
Prod: SWYC / Video / Color / 64 min /
China / 1992

SWYC stands for the Structure, Wave, Youth
and Cinema. Experimental collective devoted to the
production of documentary films. The group’s major
works include: Tiananmen ('88-'91), Juvenile
Delinquent ('92), and now, I Have Graduated. Their
latest describes the last group of undergraduates who
were engaged in the June Fourth event in 1989. The
film reveals the campus life of the students, focusing
on such hot topics as love, sex, and studying abroad.
The students also talk about their own experiences
during the June Fourth Event and its influences on
them. By juxtaposing the thoughts and feelings of
these young students against the everyday life of
contemporary Chinese society, the film paints a telling
picture of their unique way of life. (from 17th Hong
Kong International Film Festival)

1966, My Time in the Red Guards
Dir: Wu Wenguang / Video / Color /
165 min / China / 1993

Director's comment:

This film is made up of five former Red Guards
talking about the past and an all-woman rock’n’roll
band rehearsing a new song, "1966, Red Train," in the
present. This has been an exploration into the tunnel
of history; I often had the feeling that I was inside an
enormous black hole.

I was ten years old in 1966. I lived in Kunming,
a city that is a three-days-and-three-nights’ train
journey from the capital, Beijing. The window in my
home opened onto the Red Sun Square in city centre.
It was an imitation of Tiananmen Square, built during
the Cultural Revolution. Twenty five years later, in
the winter of 1991, I found myself in Beijing, the
birthplace of so many Red Guards, starting to
interview those ‘Old Timers of the Great Revolution.’
This documentary is the result of one full year’s work:
of leg-work research, and of tortuous meetings with
various people.

I believe history is concrete human beings and
concrete material conditions. I hope in my efforts to
‘rewind’ history, a certain period of time will become
‘freeze-framed,” so that we can look at the movements
of history, and see how people have actually lived.

(17th Hong Kong International Film Festival)

Wu Wenguang:

Born in 1956 in Yunnan province. After
graduating from high school in 1974, he went to the
countryside and worked on a farm for four years. He
graduated from the Chinese department of Yunnan
University in 1982 and has since worked as a high
school teacher, television journalist and writer. He
became an independent documentary filmmaker in
1988. Films include: Bumming in Beijing—the Last
Dreamers ('90).

SOURCE: Walk Co. Ltd.

2F Showa Bldg., 2-30 Kanda Jinbo-cho
Chiyoda-ku, Tokyo 100 Japan

Tel: (03) 3263-3415

Fax: (03) 3263-3416
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Chiao Hsiung-ping

Chiao Hsiung-ping is a critic who belongs to the generation of the New Taiwan
cinema (with Hou Hsiau-hsien and Edward Yang) and has constantly supported these
filmmakers in international festivals and symposia. In Taiwanese journalisth and in
intellectual circles, she challenges the existing film industry and political authorities.
She herself believes that any "New Wave" movement in cinema cannot be completed
without the work of critics. She is also active in encouraging Asian documentary
filmmakers to gain financial support and freedom in their subject matter and in the
exhibition of their works. Apart from her work as a critic, she also teaches at the
National Institute of Arts.
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Kanai Katsu

Born 1936 in Kanagawa as the son of a farmer. After working as a camera
assistant at Daiei Tokyo Studio, and as a freelance director of photography, he
formed Kanai Productions in 1968. His first feature, Deserted Islands ("Mujin-retto"
'69), won the Grand Prize at the Nyon International Film Festival in Switzerland. |
Then he directed, produced, and independently distributed Smiling Milky Way \
Trilogy from 1969 to 1973. Besides directing television documentaries, in 1987,
Kanai started his four "Books of Poetry in Images," beginning with Dream
Runs("Yume-Hashiru," '87) and ending with Time Blows Like the Wind (Toki-ga-
fubuku," '90)
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Yanagisawa Hisao

Born 1916 in Gunma, Japan. He first joined Shochiku Studio and worked on
feature films. In 1944, he switched to documentary film when he saw and was
inspired by Kamei Fumio's Kobayashi Issa ('41). He worked on many industry
publicity films until 1968, when he decided to move into independent production.
Since then, Yanagisawa has made several films on the disabled, questioning what
human freedom really means. After releasing Kaze to Yukikishi ('89), he is now
preparing for shooting of Nurse Cap, his next film-to-do.
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Special Screening of Jury's Films
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Night and Morning Inside Myself
Dir: Yanagisawa Hisao / 16mm / Color / 100 min / 1971

There are 130 children who suffer from Lou Gherig's disease (ALS) in Nishi-
taga Hospital. The cause is still unknown and modern medicine cannot even
stop its progress. All we can do is watch the children getting weaker and
weaker. It is so sad that we do not want to face the sight of it. But will these
tragedies disappear if we ignore them? It was this question that made us begin
this project. We wanted to produce a film that makes people think of the
misery of individuals and of society, and realize that these tragedies are our
own responsibility.

(Excerpt from the filmmakers statement at the film's release)
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GOOD-BYE
Dir: Kanai Katsu/ 16mm / Color / 52 min/ 1971

Kanai believes that he is a descendent of Korean immigrants who imported
Korean culture to Japan and helped form the basis of Japanese culture between
the 5th and 8th centuries, A.D. His home village, Koza in Kanagawa
Prefecture, is also called “Kokura” which probably derives from “Kokuri”(an
ancient Korean kingdom), and his family name may come from the Korean
mane Kim. The film features Kanai's alter ego searching for his roots, and
eventually visiting Korea. A study on memory that proceeds beyond personal
memories to suggest the existence of certain memories inherited by the family
groupes.
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OEFDE MADBEHELELS—(1966)
OEHDFH RIFEEXFRFDECHR(1967)

O B AREER - =2IRDE (1968)
O=E&F - FEDAL(1971)
O=E1X - BILICERIEN R (1972)
O=Eix - ;DHEEFE(1973)
@L-T\ ! A[EE : F - BRFEEDE(1975)
®— v RVELEH(1982)
©® 1000£% D HEFEH—HEFFYIEE(1986)
INNTOAMES B8 : KER—ER
HARE TO KE (1988) /8% : L¥—F - UILTI7—

@5Sea of Youth (1966)
@The Oppressed Students (1967)
@®Summer in Narita (1968)

@®Narita: Peasants of the Second Fortress (1971)
@®Narita: The Building of the Iwayama Tower (1972)
@®Narita: Heta Village (1973)

@A Song of the Bottom (1975)

@A Japanese Village— Furuyashikimura (1982 )
@®Magino Village—A Tale (1986)

A Visit to Ogawa Productions (1981) / Dir: Oshige Junichiro

HARE TO KE (1988) / Dir: Regina Ulwer
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— A Journey to Ogawa Shinsuke

E¥ &
Ueno Koshi
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When did this idea become clear that a journey towards Ogawa Shinsuke
was all that was all that left if things became like this? I feel I have asked myself
this repeatedly in my heart ever since the morning of February 8th, 1992, when I
was confronted with the truth that the physical presence of Ogawa Shinsuke no
longer existed on this earth.

Then, on February 23rd, when I saw Ogawa Shinsuke's new uncompleted
work at the "Farewell Party" held at the Athénée Frangais Culture Center and
heard the wind and driving snow on the soundtrack, I realized I had already started
out on that journey. Once again I thought how strange cinema is. I had felt that a
journey to Ogawa Shinsuke involved him being on the other side and I, on this
side, was walking towards him. But in the case of his films, he was on this side.
To put it simply, I was suddenly taken over by the feeling that when his voice
emerged from behind the camera, although he was really only on this side of the
camera, it seemed as if he was standing next to me.

It is usually the case that seeing or reading the works of an artist is the most
fundamental means of mourning that person, but in the case of Ogawa Shinsuke's
films, it was less a form of mourning than something that made you feel closer to
the existence of a flesh and blood Ogawa Shinsuke. While this is partially because
you can hear his voice doing interviews or because he himself appears on screen,
that is not all there is to it. For instance, at the beginning of A Japanese Village—
Furuyashikimura ("Nipponkoku Furuyashikimura"), he positions the camera to
directly face those who are talking and it is in that posture that one can distinctly
sense the existence of Ogawa Shinsuke. That's why it suddenly seems as if you
are in that spot facing the other person from Ogawa Shinsuke's position.

Ogawa Shinsuke's films always quickly pull the viewer into the film through
a sense of freshness and presence. That feeling of being there, one could say,
stems from the fact that he has shared one time and place with the people who face
the camera and mike. That is why the faces that appear on screen leave such a
deep impression in one's memory. But at what point did he start using that way of
positioning the camera? Given the fact that even today I still distinctly remember
the faces of the students from Takasaki College of Economics in the 1967 The
Oppressed Students ("Assatsu no mori"), it was probably from that point, or
perhaps even before that time that Ogawa Shinsuke began using that kind of film
style. However, if that is the case, then confirming that fact becomes one more
topic in the journey to Ogawa Shinsuke.

Yet before doing that, I must first report on how I happened to set out on an
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actual trip, a real journey to Ogawa Shinsuke.

To Ogawa Productions in Magino
Where I went was Yamagata. I wasn't alone, but went with the director
Morisaki Azuma and the film critic Yamane Sadao. While the two of them were
going there to participate in a discussion after a screening of Ozu Yasujiro's A
Straightforward Boy ("Tokkan kozo") and F.W. Murnau's Sunrise held in
Yamagata City, I went to Yamagata just for the fun of it and only caught a ride.
At any rate, on the day after again appreciating those two silent film masterpieces,
we visited Kimura Michio and Ogawa Produtions in Magino, led by Masuya
Shuichi and other members of the Yamagata International Documentary Film
Festival Network. Snow which we had not seen at all in downtown Yamagata City
buried the rice paddies of Magino in white. While looking out the window at those
fields, we travelled along a road to Kimura's house, behind which lay Ogawa
Productions. While according to Kimura's explanation, the house was an old farm
house built about 100 years before, the inside had been rebuilt as a site for film
production and communal living. However, we heard that
from the time people stopped living there, a family of
badgers had moved in under the floor boards. If people
stayed there every once in a while, they would find their
footwear chewed up.
When you came in the entryway, the first room
appeared to be the production and publicity office. In it
were a desk and chair on which, at times when this
was the base of activities, one could imagine
Producer Fuseya Hiroo sitting. But now the room
just neatly stored posters and other papers. All of
the other rooms were this neatly tidied up, not just
simply arranged as in a normal house, but put in
order so that even people coming there for the
first time could quickly know how to use things.
Moveover, labels were put up clearly indicating
things like "key to the lab" and "darkroom" so
/ that people could understand the use and
whereabouts of things. In particular, even
Yamane voiced his admiration at the kitchen in the
back of the production office, in which the spices and
seasonings were placed together according to kind in
appropriate places on the shelf, arranged with such
splendid attention to detail that, even in this case, a
person there for the first time could quickly begin
cooking.

Impressed by ""The Opened Space"

In short, the space of Ogawa Productions
in Magino was opened for the purpose of
making films and living communally. While,

if it was only communal living, one could
think of cases more closed to the world, here
it was opened up to the outside. It was such
that anyone coming in at anytime could
readily live there without relying on others,
and could use all that was necessary for
film production. While I think others
would think likewise, I was impressed by this more
than anything else. Here Ogawa Shinsuke's fundamental
filmmaking stance and philosophy were vividly set forth in the appearance
of the house and the way things were arranged. At the same time, it wasn't certain
whether this was something congenital to Ogawa Shinsuke, the man who was both
a good talker and an infinitely expert listener, or rather what he intentionally
selected. At any rate, I believed that what was expressed here was a way of living
that always opened itself up in admiration of people and the world.

Later, while being treated to tea a'nd fruit at Kimura's house, we listened to
the story of the time around 1972 or of '73 that Ogawa jumped on Kimura's almost
chance invititation to come to Magino and moved Ogawa Productions from
Sanrizuka (Narita). What was interesting was that, just after moving in, the mayor
of Kaminoyama City, was worried that "a Red has flown in from Sanrizuka," and
both the public safety officers and the Communist Party were alarmed. The
villagers also remained guarded, wondering out of fear and curiousity just who on
earth these Ogawa Productions people were. Kimura's words transmitted an image
of the way life was in the village up to that point with a sense of clarity that
seemed to distinctly bring back the atmosphere of those days. While Ogawa
Production's move to Magino was mostly spurred by the fact that film production
at Sanrizuka had reached a turning point, I think that perhaps, at the same time, it
was only realized because there was someone like Kimura Michio on the spot.

In this way my journey to Ogawa Shinsuke began, in a form not planned,
with the trip to Magino. A few days after returning, I saw A Japanese Village—
Furuyashikimura on video in Izu Nagaoka and discussed it with friends. Then, a
couple days after that, I saw Sea of Youth: Four Correspondence School Students
("Seishun no umi — Yonnin no tsushin kyoikuseitachi") at Eurospace in Shibuya
for the first time in truly ages. While there are many things I sensed after seeing
these films again, I would like to mention here one point I noticed upon reviewing
Sea of Youth: the film's last scene. It repeated to a marvellous degree the last scene
of Magino Village—A Tale ("Sennen kizami no hidokei—Maginomura
monogatari”). While there is a difference in camera positioning, I think that in
their similarity and difference there is also the living traces of Ogawa Shinsuke the
filmmakef. In order to ascertain this as well, I can only continue on my journey to
Ogawa Shinsuke.

From Eiga Shinbun Vol.86, April, 1992.
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OPENING FILM

Sea of Youth
Staff: Ogawa Shinsuke(Director), Okumura Yuji
(Photographer), Otsu Koshiro, Kawana Mitsuo,. Kubota
Yukio, Kuribayashi Toyohiko, Kobayashi Hideko, Jin Kohei.
Tamura Masaki, Tateishi Yasuaki, Nakano Ryo, Yamane
Makoto, Wada Syu, Iwasa Hisae.
Society for Making a Documentary Film on the University
Correspondance / BW / 16mm /56 min / 1966

Ogawa Shinsuke’s directorial debut traces the
struggle of four working-class students who lead the
opposition against the Ministry of Education’s
proposed overhaul of the university correspondence
school system in 1966. During their struggle, the four
students are forced to re-examine their ways of life as
they have led them until now — is the slogan “Study-
ing while you work is wonderful” true? And, why,
after having worked so hard, must they still study?
Ogawa’s camera embraces them, shares their worries,
their agony, their relentlessness, and when they
become determined to go on with their fight, the
camera starts literally running with them. The passion
of the four students and of the filmmakers blend
together to make this a “youth film” in the truest sense
of the word.

IN MEMORY OF OGAWA SHINSUKE

The Oppressed Students

Direction: Ogawa Shinsuke. Photographer: Otsu
Koshiro. Sound: Kubota Yukio.

Documentary Film “The Oppressed Students”
Executive Production Committee, Society for an
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1.2: [E¥% D7/ The Oppressed Students

3: HENH/Sea of Youth

4: ZBEOE /Summer in Narita

5: 4D A 4 /Persons of the Second Fortress

Independent Exhibition / BW / 16mm / 105 min / 1967

A record of the student uprising at the Takasaki
College of Economics, an event which became a
forerunner of the worldwide student rebellions of the
late 1960s. Nepotism in acceptance procedures by
local influential figures, the city authorities” regular
intervention in the school administration, and the lack
of student freedom, were all injustices protested by the
angry students. The school administration suppressed
them with threats, intimidation and even violence .
When a few dozen students barricaded themselves in
the student hall, Ogawa and his staff locked themselves
up there with them, following their actions,
discussions, and private moments with impressive
close-ups. Ogawa was able to achieve such a feeling
of unity with the students that he could say with
confidence that “none of them hid anything from the
camera.” Although the student uprisings and strikes
are now a thing of the past, the faces of these young
men cannot easily be forgotten.

Summer in Narita
Direction: Ogawa Shinsuke. Directorial Assistant:
Jin Kohei. Matsumoto Takeaki, Yoshida Tsukasa.
Photographer: Otsu Koshiro, Tamura Masaki.
Camera Assistant: Otsuka Noboru. Sound: Kubota
Yukio. Transcription: Kuribayashi Toyohiko
Producer: Kobayashi Hideko, Fuseya Hiroo,
Ichiyama Ryuji Production Logistics: Nosaka Haruo
Music: Beethoven’s “9th Symphony,” Hayashi
Hikaru.
Ogawa Productions / BW / 16mm / 10 min / 1968

1968 — the year of students’ and workers’ revolt
against established authorities around the world. At
Narita, Japan, residents of the farming village
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Sanrizuka rose up in protest against the New Tokyo
International Airport Project, a project that had been
decided upon without any respect to local concerns.
This film is the first in Ogawa Productions Narita
series, a series of seven films that would be completed
eight years later. It is through this series that Ogawa
established his method of living among his own
subjects. The camera follows the “Youth Brigade,”
armed and determined, in their struggles with the riot
police. Ogawa said about this film: “All the shots
were taken from the farmers’ side— we were always
amongst them, we saw the authorities and their
violence through the eyes of the farmers.”

Narita: Peasants of the Second Fortress
Producer: Nosaka Haruo, Fuseya Hiroo, Honma
Syusuke, Mikado Sadatoshi, Nara Noriaki, Iizuka
Toshio, Tadokoro Naeki, Iwasaki Seiji, Yatsu Eiko,
Kikuchi Nobuyuki. Director:Ogawa Shinsuke.
Assistant Director: Fukuda Katsuhiko. Yumoto
Mareo. Photographer: Tamura Masaki. Camera
Assistant: Shimizu Yoshio, Hara Tadashi. Logistics:
Hataya Naoko. Sound Editing: Asanuma Koichi.
Ogawa Productions / BW / 16mm / 143 min / 1971
The fourth installment in the Narita(Sanrizuka)
series, made during the third year of the Sanrizuka
farmers’ struggles against the authorities over the
Narita Airport Project. At this time, the prefectural and
airport authorities began a program of forced
requisition of land at six strategic points, using
bulldozers and riot police to clear and destroy the
farmers’ barricades and “fortresses.” Still, the farmers
and students, bloodied and tattered, face off against
their attackers. The women of the villages chained
themselves to the barricades and each other, and
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taunted the government forces, yelling “Here we are,
hog-tied — why don’t you kill us with our land?” The
protestors perniciously rebuilt their towers and
barricades almost as soon as they were torn down, and
even went so far as to build a maze of tunnels,
determined to fight a battle of endurance there in
candle light. Restricted by a lack of equipment in their
previous works, Narita: Peasants of the Second
Fortress marks the first use by Ogawa Productions of
synchronized sound recording for an entire film. The
film was widely shown abroad, and won the Josef von
Sternberg Prize at the Manheim Film Festival.

Narita: The Building of the Iwayama Tower
Producer: lizuka Toshio. Kikuchi Nobuyuki, Nosaka
Haruo, Fuseya Hiroo, Honma Syusuke, Mikado
Sadatoshi. Director: Ogawa Shinsuke. Researcher
and Liaison: Fukuda Katsuhiko Location Sound:
Yumoto Mareo. Photographer: Tamura Masaki.
Sound editing: Asanuma Koichi.
Ogawa Productions / BW / 16mm / 85 min / 1972

If there’s no runway, an airport is useless.
Realizing this, the protestors at Narita Airport decided
to build a steel tower on the south side of the airport in
an effort to block Narita’s single runway. In February
of 1972, at the behest of the protesters, construction
workers from around the country gathered in Narita.
Although the construction was difficult and at times
even dangerous, through the combined efforts of the
workers and the zealous farmer and student protesters,
a sixty meter metal structure slowly rose over the
concourse. Tamura Masaki, Ogawa Productions’
principal cameraman, got a terrific shot from the top of
the tower where there was absolutely no footing. The
fifth installment in the Narita series.
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Narita: Heta Village
Production & Post-Production Staff: Ogawa
Shinsuke, Fukuda Katsuhiko, Yumoto Mareo, Iwasaki
Seiji, Shiraishi Yoko, Nakano Chihiro, Tamura
Masaki (Photographer), Kawakami Koichi, Hara
Tadashi (Camera Assistant), Kubota Yukio (Sound),
Asanuma Koichi (Sound Cooperetion). Producer:
lizuka Toshio, Tadokoro Naeki, Nosaka Haruo, Fuseya
Hiroo, Honma Syusuke, Mikado Sadatoshi.
Ogawa Productions / BW / 16mm / 146 min / 1973
The sixth installment in the Narita Series.The
prolonged struggles went on for a sixth year. For the
people fighting the airport construction, it had became
part of their daily life. Many protestors were arrested
through the second phase of the forced requisition of
land. In Heta village, where Ogawa Productions
installed their base, a young farmer had committed
suicide. Besides continuing to follow the events of the
struggles, the camera also started to step into the
village life itself. What it discovered was the village’s
pace and rhythm, a culture built around farming. Heta
Village marks the transition of Ogawa”s style and
subject matter; instead of following political events,
Ogawa concentrated more and more on the life of our
time as an inheritance from the past, the present as a
vestige of history.

A Song of the Bottom

Photographer: Okumura Yuji. Researcher and
Liaison: Yumoto Mareo. Transcription: Watanabe
Takaaki.Camera Assistant: Hara Tadashi.
Organization: Ogawa Shinsuke. Editing: Ogawa
Shinsuke. Tadokoro Naeki, Yumoto Mareo. Sound:
Kubota Yukio. Producer: Fuseya Hiroo, Shiraishi
Yoko, Asahi Setsuko, lizuka Toshio, Fukuda
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Katsuhiko, Hayashi Tetsuji.
Ogawa Productions / BW / 16mm / 121 min / 1975
The oil shock of the early ‘70s exposed the
fragility of the Japanese economy. The depression hit
hard the day laborers in low-rent worker’s ghettoes like
Yokohama’s Kotobuki-cho. This film was taken by
three young members of Ogawa Productions and the
veteran cameraman Okumura Yuji, and is a record of
the time they spent living with these “free workers.”
Ogawa Shinsuke himself took charge of the post-
production editing. Among the workers gathered in
Kotobuki-cho one can see ex-farmers, unable to
support themselves through agriculture alone. In
filming these worker’s personal histories, the staff
manages to draw from them their true selves, prying
loose words from the heart. Due to the cramped
working conditions, as well as the promise not to be
overly conspicuous, this work was filmed with a Canon
Scupick and recorded with a regular cassette tape
recorder. Winner of the Motion Picture and Television
Engineering Society of Japan Recording Prize.

A Japanese Village —Furuyashikimura
Director: Ogawa Shinsuke. Photographer: Tamura
Masaki. Location Sound: Kikuchi Nobuyuki.
Assistant Director: Iizuka Toshio, Mikado Sadatoshi.
Camera Assistant: Hayashi Tetsuji, Nosaka Naruo.
Location Logistics: Hatanaka Hiroko, Shiraishi Yoko.
Producer: Fuseya Hiroo. Sound Editing: Asanuma
Koichi. Music: Seki Ichiro.
Ogawa Productions / Color / 16mm / 210 min / 1982
“From now on, let’s stop thinking that we have to
shoot because there's something happening in front of
the camera” said Ogawa, and in 1974, the company left
Narita and moved to Kaminoyama, Yamagata. They
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started groping to establish a way to make their new
film though learning about the life style of the village.
They rented an abandoned farmhouse and a rice field,
determined to learn what agriculture is , not by their
mind, but through their own flesh.

In 1980, the cold weather badly damaged the crops
in Northern Japan. In Kaminoyama, the situation was
especially serious in the higher altitude area called
Furuyashiki, a tiny village of only 8 families, all old
people. This film begins by the research on what
caused the damage. As they befriended these old
peoples, Ogawa had realized what interesting lives
these people had gone through. The small village
became a microcosm of modern history of Japan..

The film won the FIPRESCI Award at the Berlin
Film Festival, and Ogawa’ s work received a world
wide recognition.

Magino Village — A Tale
Producer: Fuseya Hiroo. Director: Ogawa Shinsuke.
Assistant Director: lizuka Toshio. Directorial
Assistant: Mikado Sadatoshi, Hirose Satomi, Shiraki
Yoshihiro. Music: Togashi Masahiko. Photography:
Tamura Masaki. Camera Assistant: Hayashi Tetsuji,
Nosaka Haruo, Mimori Yoko. Lighting: Sato Jo
Sound: Kubota Yukio, Kikuchi Nobuyuki. Art
Direction: Tatsumi Shiro, Mikado Sadatoshi,
Logistics: Shiraishi Yoko, Hatanaka Hiroko.
Ogawa Productions / Color / 16mm / 222 min / 1986
This is the result of Ogawa Productions' 13 years in
Magino village, what they experienced, what they
explored, and what they invented. The history of the
village — the story of its people and their ancestors — is
recreated through their memories and the village's
legends told to Ogawa. Historic and even pre-historic
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objects emerge from the land. They not only tell, but
re-enact their own history, with by professional actors.

"We can't be proud of ourselves just by living in a
same village for 13 years," Ogawa says, "And we, the
staff of our productions, know that better than
everybody else. We lived there, we were inspired by
and learned from everything that existed there, and we
never lost the warmth and the affection that we shared
with the village; the people, our friends there and the
nature, the life style, the history, all these treasures that
an average Japanese village like Magino has. That is
what became this film. We shared a wonderful
experience, and had a lot of fun by making this movie.
I hope and believe that we can become friends with
people all over the world. I believe that we don't need
passports in our job. We are all citizens of the republic
of cinema."

With this belief, Ogawa Shinsuke worked for the
success of the Yamagata International Documentary
Film Festival after the worldwide triumph of Magino
Village — A Tale. He suddenly died on February 7,
1992, of a liver disease. Magino Village became his
last major work.

SPECIAL SCREENING

A Visit to Ogawa Productions
Direction: Oshige Junichiro. Photography: Hotta
Yasuhiro.
Japanese Cultural Design Council / Color / 16mm / 50
min / 1981

In 1981, film director Oshima Nagisa paid a visit
to Ogawa Productions in the middle of the production
of a film on rice farming. On location in the rice field
in Furuyashiki, and at the home of Ogawa productions
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in Magino, Ogawa enthusiastically tells Oshima what
he learned in Magino, and how he developed his
method of film making. “ We’re making our film as we
want. I am perfectly ready to go to hell after doing
something as extravagant as this,” says Ogawa. The
film they were making then eventually became A
Japanese Village—Furuyashikimura, in 1982.

HARE TO KE
Director: Regina Ulwer. Photography: Henrietta
Luch, Tamura Masaki.
Madeleine Remy Filmproduktion, Road Movies
Filmproduktion GmbH, LA SEPT, The Japan
Foundation Tokyo, West Germany-France-Japan /
Color / 16mm / 88 min / 1988

In 1987, the German director Regina Ulwer, after
being impressed by A Japanese Village —
Furuyashikimura at the Berlin Film Festival, journeyed
to Kaminoyama, Yamagata, and there spent three
months with Ogawa Productions, filming their
activities. She also travelled to Sanrizuka (the setting
for Ogawa’s Narita series), looking for the roots of
Ogawa's creation. Ogawa tells : “Ogawa Productions
is like a big family. We don’t just go to a location; we
move there, establish friendly relations and
communication with the local people, and make our
movie through that. Our movies are not made through
the actions of one director or a single cameraman.
That’s the philosophy we’ve believed in making our
films through the past twenty years.”
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Part 1 Famous Sponsored Films

The Mammoth Tanker, "Naess Sovereign"
My Love Hokkaido

Secret in the Hive

An Engineer' s Assistant

A Document of a Marathon Runner

A Young Shipyard Worker

Part 2 The Filmmaker's Various Modes of Expression
Nishijin

The Song of Stones

Document: On the Road

Chua Sui Rin, Exchange Student

The Matsuyama Incident

A Town not Yet Seen

The Isolation of Two Lon?-Distance Runners
The Satirical Animal Scrolls

Ghost World

The Cabbage Butterfly

Children Before the Dawn

Part 3 Camera Across the Sea

Jose Torres

Okinawa

Chun Ri Ma: A Record of Socialist Korea
The Diary of Yunbogi, a Film Document
Mothers

Land of the Dawn

Head Games

No Game

The World of a Siberian

Summer Happenings U.S.A.

Film Makers

The Horse of Kaberu

People of the Okinawa Islands

Part 4 Passion for the Situation

A Report from Haneda

Hight Red Center-Shelter Plan
Gewaltopia

Flames 1960— 1970

Dead, Come and Cut Off My Retreat
Spring-Powered Cinema: Am | an Actress?
The May Day Trial

Underground Square

Part 5 Symposium and Film
For My Crushed Right Eye
Pre-Partisan
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In the first and second Film Festivals, we presented Japanese
documentary films from the early period up until the 1950s. For the
Festival this year, our third, we have assembled films from the very next
period, the 1960s.

The desire of Ogawa Shinsuke, who put so much energy into the
success of this Festival, was embodied in his words: "Most people don't
try to see documentary films, saying they are depressing or difficult.
There are also few works that are talked about as much as dramatic
films. I want to communicate to people that documentary cinema is in
fact entertaining. That's why we started the Yamagata International
Documentary Film Festival."

One can say that we have undertaken this endeavor to review the
films of the 1960s in order to prove that "documentary cinema is in fact
entertaining," just as Ogawa Shinsuke said.

To speak of the 1960s should entail, for those who lived through
the era, the questioning of one's own subjectivity, and equally, for the
young of the next generation, the journey in search of the source of
politics, economics, and culture. That ten year span starting with the
defeat of the 1960 demonstrations against the United States-Japan
Security Treaty and progressing towards the movement against the
Treaty's renewal in 1970 was both an era that witnessed the
reorganization and rise of the Left as well as the period in which Japan
tread the path of high economic growth towards becoming an
economic super power. One could also witness a vitality in various
fields like cinema, theater, and music. To speak just of film, there was
the appearance of the Japanese New Wave and figures like Oshima
Nagisa and Yoshida Yoshishige, the birth of a production base outside
of the five majors with Japan A.T.G. and many other independently
produced films. There was also the arrival of underground cinema and
a boom in the filming of personal and experimental films. The 1960s
was tumultuous for documentary filmmakers as well, with the collapse
of the merged Kiroku Eiga Sakka Kyokai (Documentary Producer's
Association of Japan) and the birth and then dissolution of Eizo Geijtsu
no kai (Image Arts Society) (Kuroki Kazuo, Tsuchimoto Noriaki,
Higashi Yoichi, Noda Shinkichi, Matsumoto Toshio, Ogawa Shinsuke,
Yamagiwa Eizo, Nishie Takayuki, et al.). Beyond film journals like
Kinema junpo, Eiga hyoron, Eiga geijutsu, and Monthly Scenario, one
could also see a wide variety of approaches in Kiroku eiga, Eizo
geijutsu, Kikan film, Cinema 69 and elsewhere. Japanese documentary
cinema existed within this diversity of complex, interrelated
phenomena.

Although we selected for exhibition in this program mostly well-
known films that often turn up in the literature, we also included in the
series indispensible films like The World of a Siberian ("Shiberiajin no
sekai") and Underground Square ("Chika hiroba") that have almost
never been shown in public. There were also many works that should
have been shown but which we could not locate, such as Provisional
Title: Hungry Feast 27 ("Kadai kiga no kyoen 27") and Summer in
Osaka, 1968: The Face of Resistance ("1968 Osaka no natsu: Hansen no
kao"). While making inquiries for this series, we were surprised at the
number of films for which the negative is no longer in existence. We
could only be shocked that this included cases of developing labs, once
thought to be safe repositories, simply losing negatives.

One will probably never have another opportunity to encounter at
once this many 1960s documentaries. Why don't we rediscover the
works of the 1960s, touch the passionate feelings of those who lived in
that era, and then look hard again at our present-day selves!
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The Program Structure

Part 1: Famous Sponsored Films

Company PR films were the driving force that cultivated many
excellent filmmakers. We have collected the well-known sponsored
films that received huge sums of production capital in the midst of the
high growth economy.

Part 2: The Filmmaker's Various Modes of Expression

Documentarists, graduating from PR cinema, began offering films
both original and individual. This is a selection of the representative
works that distinguish each filmmaker.

Part 3: The Camera Crossing the Ocean

With foreign travel becoming possible, many filmmakers
journeyed abroad. This is a collection of images from overseas —
including Okinawa before its return to Japan — each taken from a
different perspective.

Part 4: Passion for the Situation

Along with the rising student movement in the latter half of the
1960s, occuring just before the 1970 Security Treaty demonstrations that
would determine the future of Japan, documentary filmmakers also rose
to face the social revolution. This is a set of films in which one can
sense a piercing gaze directed against the system.

Part 5: A Symposium and Two Films

Yamane Sadao, who has continued to follow the trends in Japanese
cinema since appearing as a film critic in the 1960s, will moderate a
symposium with Matsumoto Toshio and several other documentary
filmmakers. Starting from a summary of the 1960s, they will speak
about the new documentary cinema of today and the future using a
variety of approaches.

In addition to the grand perfomance of projecting For My Crushed
Right Eye ("Tsuburekakatta migime no tame ni") with three projectors,
we will present the masterwork, Pre-Partisans ("Paruchizan zenshi").

Japanese Documentaries Coordinator
Yasui Yoshio

Film Prints Courtesy of:
Iwanami Audio Visual Media Inc.
Hokkaido Electric Power Co., Ltd.
Sakura Motion Picture Co., Ltd.
Kuroki Kazuo

Matsumoto Toshio

Toyo-Cinema Co., Ltd.

Ouchida Keiya

Kyoto Seika University, Library and Information Centre
Yokosuka Cine Club

Matsukawa Yasuo

Kasu Sanpei

Yanagisawa Hisao

Teshigahara Productions

Kansai Kyodo Eiga Sya

Oshima Nagisa Productions

Oe Masanori

Nichiei Shinsha

Iimura Takahiko

Visual Folklore

Siglo Ltd.

Ogawa Productions

Jonouchi Mineko

Image Forum

Iwasa Hisaya

Hosei University, Ohara Institute for Social Research
Yamagiwa Eizo
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The Mammoth Tanker “Naess
Sovereign” (“Kyosen Nesu Saburin”)

1961. Produced for Mitsubishi Shipping by
Iwanami Productions. Producers: Oguchi Teizo,
Bono Sadao. Direction: Kusunoki Tokuo. Script
and Editing: Ise Chonosuke. Photography:
Ushiyama Kunikazu. Music: Akutagawa Yasushi.
(42 min / Color / Scope.)

A film depicting the stages of building the
largest tanker in the post-war era, the “Naess
Sovereign.” The highlight is the rythmical
montage of Ise Chonosuke’s editing, particularly in
the climactic launching scene. Kusunoki Tokuo’s
debut film.

My Love Hokkaido
(“Waga ai Hokkaido”)

1962. Produced for Hokkaido Electric Power
by Iwanami Productions. Producer: Oguchi
Teizo. Script and Direction: Kuroki Kazuo.
Photography: Shimizu Kazuhiko, Watanabe
Shigeharu. Cast: Sekiguchi Masayuki (Boy);
Oikawa Kumiko (Kyoko); Kimura Isao (Voice of
"I"). (48 min / Color / Scope)

A film introducing Hokkaido that is now
mythically spoken of, for better or for worse, in
terms of Ogawa Shinsuke’s stint as assistant
director. This was also the debut for the actress
playing the role of Kyoko (later known as Mari
Akemi). The strength of Kuroki Kazuo’s direction
is superb.

Secret in the Hive
(“Joobachi no shinpi”)

1962. Produced for Chugai Pharmaceuticals by
Sakura Motion Picture Co. Producer: Murayama
Eiji. Direction: Higuchi Gen’ichiro.
Photography: Kobayashi Kazuo. Music:
Mamiya Yoshio. (33 min/ Color)

A masterpiece of scientific film that analyzes
through the eyes of a cool scientist the mysteries
surrounding the queen bee of honey bee society.
Higuchi Gen’ichiro is a scientist in charge of the
Higuchi Biological Science Laboratory who,
having been born in Yamagata Prefecture, was
good friends with Ogawa Shinsuke.

An Engineer’s Assistant
(“Aru kikan joshi”)

1963. Produced for Japan National Railway by
Iwanami Productions. Producer: Oguchi Teiz6.
Script and Direction: Tsuchimoto Noriaki.
Photography: Negishi Sakae. Music: Miki
Minoru. (37 min / Color)

A famous steam locomotive film about an
engineer and his assistant who run a C62-type
steam engine on the Joban line between Mito and
Ueno. Filmed on the basis of a complete story-
board continuity, the mastery of the montage is
astonishing.

A Document of a Marathon Runner
(“Aru marason ranna no kiroku”)
1964. Produced fro the Fuji Film Co. by Tokyo
Cinema. Direction and Editing: Kuroki Kazuo.
Photography: Ezure Takamoto. (63 min / Color)

A work that follows one marathon runner
(Kimihara Kenji) during his training before the
Tokyo Olympics. Made to celebrate the 30th
anniversary of the founding of Fuji Film, the film at
the end cuts out the usual part where the staff
names appear, and instead inserts the names of the
sponsor’s film products. A collaborative effort



[y Tv—ROBEE]

19694 HE HE S, SEEN EE
S Z A W EFEIESYE B D EKR
K., EXERE ®E  HEBEE T DA
B AT HAREM L BAE D EURE
BUERT (44507715 —)

@ EARFT TE) 20 DA T OIS ETE &/
{o TO4E3A ICHAL-HATEHES X, &
50 5 BAGEMATREE LzAS, L it
E] 2256 [FLE] NEBEEADERLE
TLTWL s PREFOKEICA S DL, &
BEREDOAY v 752 A, BB T THIEIC
oz N - MEZEHEI KA IES > 72,

S8 (ERICBDERL LRI

between filmmaker and coporate sponsor marked
by conflict and numerous problems.

A Young Shiiyard Worker (“Shippu
yado no seishun”)

1969. Produced for the Japan Shipping
Industry Association by Iwanami Productions.
Producers: Bono Sadao, Takahashi Hironobu.
Planning: Yoshihara Junpei. Script: Shimizu
Kunio, Jinba Isao. Direction and Editing: Jinba
Isao. Photography: Nishio Kiyoshi. Music:
Ogura Akira. (44 min / Color)

Depicts life in the workplace of a 20 year old
welder employed at a shipyard. The Japanese
World Expo, opened in March, 1970, amassed all
forms of image technology, but after the Expo, the
main current in image media shifted from film to
television. Jinba Isao, employed all his skills and
invested in the best staff at Iwanami, an appropriate
swan song for PR cinema.

Part 2 The Filmmaker's Various Modes of Expression
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Nishijin

1961. Produced by the Kyoto Society for
Viewing Documentary Cinema and the "Nishijin"
Executive Production Committe. Producer: Asai
Eiichi. Script: Sekine Hiroshi, Matsumoto
Toshio. Direction: Matsumoto Toshio.
Photography: Miyajima Yoshio. (27 min / BW)

The Kyoto Society for Viewing Documentary
Cinema, begun in 1955, held its regular meetings
once a month and showed fine documentaries from
home and abroad, helping to develop the
“Movement to Protect the Spirit of Documentaries
and Filmmakers that Sing the Truth,”..Nishijin:: A
ciné poem was the fruit born of this movement.
According to the program at the time: “The first
ciné poem made in Japan, featuring stunning
weaving by hand and machine and a (kuginuki
Jizo) bodhisattva idol with powers of exorcism
located in the depths of that entangled alleyway —
an unusual documentary exposing the loneliness of
the modern in the soil of tradition.”

The Song of Stones (“Ishi no uta”)

1963 .Production: Tokyo Broadcasting,
Tokyo TV Films. Composition: Matsumoto
Toshio. Music: Akiyama Kuniharu. (30 min /
BW)

Shikoku’s Aji Village, overlooking the Seto
Inland Sea, is the mining center for a granite called
Aji Rock. This is a ciné poem told in the form of
photographs depicting the life of the village
stonecutters who strenuously challenge the
mountain of stone. Georges Sadoul praised this
work as a forerunner to Chris Marker’s La Jetée.

Document: On the Road
(“Dokyumento rojo”)

1964. Production: Toyo Cinema.
Producers: Makino Masami, Kurahashi Kiyoshi,
Marumo Takashi. Direction: Tsuchimoto Noriaki.
Script: Kusunoki Tokuo. Photography: Suzuki
Tatsuo. Music: Miki Minoru. (54 min / BW)

Tokyo in 1963 during the middle of high
economic growth, when city maintenance
construction was proceeding at a fast pitch. This is
arecord of the city and its troubles according to a
taxi driver on the road. While the realism of
Kamei Fumio played the lead in the 1950s, this
film became the detonator for a decisive revolution
opening up new horizons for documentary film in
the 1960s. The magnificence of Suzuki Tatsuo’s
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35mm photography surprised everyone, becoming
the standard for later cameramen.

Chua Sui Rin, Exchange Student
(“Ryugakusei Chua Sui Rin”)

1965. Production: Society for Protecting
Chua Sui Rin. Producer: Kudo Mitsuru.
Direction: Tsuchimoto Noriaki. Photography:
Segawa Junichi, Segawa Hiroshi, Miuchi Tetsuo,
Kuroyanagi Mitsuru. Music: Miki Minoru. (51
min / BW)

Chua Sui Rin, was an exchange student from
the English colony of Malaya. While studying at
Chiba University with support from the Ministry of
Education, he was active in the Malayan
independence movement, lost his status and was
kicked out of college. He took the Ministry to
court and his student friends took to the streets.
The filmmaker’s gaze at the “politics” that deprives
us of our freedom is piercing and shrewd.

The Matsuyama Incident
(“Matsuyama jiken”)

1964. Producers: Shinohara Michio,
Tominaga Mitsuru. Direction: Ouchida Keiya.
Photography: Fujii Toshiki. Music: Okada
Kazuo. (39 min/BW)

The Matsuyama Incident (1955) was one of
many cases of false conviction in Japan. This film
was made to prove the innocence of the defendant
on death row, Saito Yukio. Severely criticizes the
situation in which authorities try to murder an
innocent human being.

A Town not Yet Seen
(“Mada minu machi”)

1963. Production, Direction, and Script:
Noda Shinkichi. Photography: Inaba Motomitsu,
Uemura Ryuichi. Music: Ichiyanagi Toshi. (15
min / BW)

The first independently produced film by Noda
Shinkichi, director of works like The Forgotten
Land (“Wasurerareta tochi”) and Marine Snow
(“Marin suno”). An image poem the staff made for
no pay, filming the streets of Nagasaki, the site of
the atomic bomb blast, with a DR (Bell & Howell
hand-held camera) loaded with scraps of left-over
film.

The Isolation of Two Long Distance Runners
(“Futari no chokyori ranna no kodoku”)

1966. Production and Direction: Noda
Shinkichi. Photography: Inaba Motomitsu,
Osuga Takeshi. (8 min / BW/ Silent [projection at
24fps] )

The 18th Olympiad, opened in October, 1964,
became the material for numerous documentary
films, starting with Ichikawa Kon’s Tokyo
Olympics. During the filming of the marathon for
one of them, Moving the Olympics (“Orinpikku o
hakobu,”produced for Nittsu), an unauthorized
runner appeared, trying to challenge Ethiopia’s
Abebe Bekila. Noda filmed this incident with
about 16 feet of film and, connecting and repeating
it, put into images the idea that the Olympics is
noting but an ev ent to display national power. The
film isoriginally silent, but there are also later
versions for private use with music inserted.

The Satirical Animal Scrolls
(“Choju giga”)

1966. Production: Group of Seven and
Eizosha. Producers: Tomizawa Yukio, Hotta
Masami. Planning: Fujiwara Tomoko.
Direction: Matsukawa Yasuo. Script: Onuma
Tetsuro, Sugiyama Masami, Sugihara Setsu,
Tomizawa Yukio, Fujiwara Tomoko, Matsukawa
Yasuo. Photography: Segawa Hiroshi. Music:
Mamiya Yoshio. (24 min / Color)

A film featuring the first roll of four scroll
paintings known as The Satirical Animal Scrolls, a
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national treasure stored at Kyoto's Kozanji Temple.
The six directors and one cameraman, attracted to
the animal scrolls, reconstruct the scroll painting
that never leaves the temple using close ups and
montage. One can sense here the influence of
Alain Resnais” Guernica and Van Gogh. Made by
seven young documentary filmmakers who
scraped together the money, this was a significant
achievement that became a topic of discussion at
the time. Winner of the Grand Prix, Art Film
Category, at Italy’s Vergamo Film Festival.

Ghost World (“Onryoden”)

1967. Script and Direction: Kasu Sanpei.
Photography: Asai Takao, Yamazaki Yutaka.
(20 min / Color)

Kasu Sanpei, who headed the first Film
Critique (“Eiga Hihyo”) along with Oshima
Nagisa, Yoshida Yoshishige, Yamagiwa Eizo,
and Matsumoto Toshio, independently produced
this film along with six other long time friends who
shared similar views on artistic expression. The
film was born amidst criticism of The Satirical
Animal Scrolls (“Choju giga”) and focuses on
“cruelty pictures.” It was planned as the pilot
version of a 35mm film, Japanese Ghosts, but it
was never realized. The negative entrusted to the
developing lab has not been found, so a faded print
is all that remains.

The Cabbage Butterfly: An
Exﬁerimental Observation of its
Behavior
(“Monshirocho: Kodo no jikkenteki kansatsu”)
1968. Produced by Iwanami Productions.
Producer: Maki Tadashi. Direction: Haneda
Sumiko. Script: Maki Tadashi, Haneda Sumiko.
Photography: Seki Haruo, Negishi Sakae, Okada
Hisashi. Music: Miki Minoru. (27 min / Color)

Records on the ecological observation of the
cabbage butterfly, but the film is impressive in how
it works with the audience through a series of
fascinating experiments. The filmmaker’s style,
the subject of much attention after her The Cherry
Tree with Grey Blossoms (“Usuzumi no sakura,”
1977), maintains a continuous link with the short
films from the Iwanami era.

Children before the Down
“Yoakemae no kodomo-tachi”)

1968. Produced for the Oki Society and
Comprehensive Research Center for the Welfare
Problems of the Mentally and Physically Disabled.
by the “Children Before the Dawn” Production
Committee and International Short Film Company.
Direction: Yanagisawa Hisao. Script: Akihama
Satoshi. Photography: Segawa Junichi. .Music:
Miki Minoru. (116 min / Color)

Harboring doubts about making sponsored
films, Yanagisawa Hisao tested the path of
independent production by choosing for his first
film a record of the Biwako School, an institution
for the treatment and education of mentally and
physically disabled children in Shiga Prefecture.
The film became a starting point for the director
who, from that point on, consistently grappled with
the problems of the disabled. Seen today, it is still
both impressive and fresh.

38 BEBIT=HAXS
Part 3 Camera Crossing the Ocean
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Jose Torres (“Hoze Toresu”)

1960. Production: Teshigahara Productions.
Direction and Photography: Teshigahara
Hiroshi. Music: Takemitsu Toru. (25 min/BW)
@R R IEARDORTE o 72K - HER Teshigahara arrived in America in 1959,
accompanying his father Sofu, head of the Sogetsu
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school of flower arranging. Finding an interest in
the Puerto Rican boxer, Jose Torres, he recorded
everything from training to a match. Then, in 1964,
he filmed Jose Torres’ light heavyweight title
match and completed Jose Torres the following
year.

Okinawa

1960. Produced for the Nihon Keizai
Newspaper by Nikkei Films Producers: Mura
Haruo, Furuta Tamotsu. Direction: Mamiya
Norio. Photography: Asaoka Miyakichi. Music:
Hayashi Hikaru. (38 min / Color) [will be shown
with a BW print] :

Mamiya Norio, noted for his Knights of the
Machine Civilization (“Kikai bunmei no kishi-
tachi,” 1959) and The Standard of Length
(“Nagasa no sutandado,” 1962), entered Okinawa
under American Army occupation, and depicted
the life of the islanders, centering on those on
Miyakojima Island.

Chun Ri Ma: A Record of Socialist Korea
(“Chon Ri Ma: Shakaishugi Chosen no kiroku”)

1964. Production: The “Chun Ri Ma”
Production Committee. Producers: Omura
Einosuke, Matsumoto Torizo, Nuyama Hiroshi.
Direction: Miyajima Yoshio. Photography:
Miyajima Yoshio, Sato Tadashi, Takahashi Yuji.
(90 min / Color / Scope)

Portrays the Democratic People’s Republic of
Korea making great strides, the film climaxing with
the celebration of the 15th anniversary of the
founding of the Republic. The advertising
proclaimed: “On location for a full year! The
Japanese staff reports to the world for the first time
about the rapid progress of North Korea in a full-
length documentary film.”

The Diary of Yunbogi, a Film Document
(“Firumu dokyumento: Yunbogi no nikki”)

1965. A Sozosha film. Production, Direction,
and Script: Oshima Nagisa. Music: Naito
Takatoshi. (25 min/BW)

Oshima tackled the problems of Koreans in The
Forgotten Imperial Army (“Wasurerareta kogun,”
1963) and in A Monument to Youth (“Seishun no
ishibumi,” 1964). This Sozosha independent
production is composed of the photographs Oshima
himself took of children in Korea joined with the
memoirs of a 10 year old boy living in the streets of
Daegu. The filmmaker’s feelings towards Korea
are readily apparent.

Mothers (“Hahatachi”)

1967. Produced for Prima Meat Packers by
Dentsu and Fuji Productions. Producer: Kudo
Mitsuru. Direction: Matsumoto Toshio.
Photography: Suzuki Tatsuo. Poems: Terayama
Shuji. Music: Yuasa Joji. (40 min / Color.)

With money provided by Prima Meat Packers,
celebrating its 30th anniversary, the filmmakers
went abroad with only a simple plan and freely
pursued the image of mothers. In America, in
Vietnam, in France — they poetically depicted the
image of mothers symbolizing love and peace.
Winner of the Grand Prix, the San Marco Lion
Award, at the 18th Venice International
Documentary Film Festival.

Land of the Dawn (“Yoake no kuni”)

1967. Production: Iwanami Productions.
Producer: Takamura Takeji. Planning and
Script: Yoshihara Junpei. Direction: Tokieda
Toshie. Photography: Fujise Suehiko. Music:
Miyoshi Akira. (110 min / Color)

Set in China before the normalization of
international relations. The filmmakers went to
China for a long location shoot lasting nearly half a
year amidst the fierce, tempestuous winds of the
Great Cultural Revolution. Recently many voices
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have reappraised this film as a valuable record of
the early period of the Cultural Revolution.

Head Games

1967. Production: Studio M2, The Third
World. Direction: Oe Masanori, Marvin Fishman.
Camera: Robert Lowe, Marvin Fishman, Oe
Masanori, John Campaigne, Luis Mora, Marian
Greensone, Michael Graham. (10 min / Color [in
English].)

Documents a “be-in” in New York’s Central
Park on April 23rd, 1967. Overlapping the
psychedelic generation with the anti-Vietnam war
movement, the be-in advanced from Central Park to
the U.N.

No Game

1968. Production: Studio M2. Direction: Oe
Masanori, Marvin Fishman, Jonathan Chernoble.
(17 min / BW [in English])

On October 21st, 1967, a huge demonstration
took place at the American Defense Department,
the Pentagon, in Washington D.C. Jonas Mekas
and others used the opportunity of this, the first
International Anti-War Unity Day (October 21st) in
America, to produce newsreels.

The World of a Siberian
(“Shiberiajin no sekai”)

1968. Production: Nichiei Shinsha.
Producers: Horiba Shinsei, Gunya Heishun.
Direction: Tsuchimoto Noriaki. Photography:
Yamaguchi Jiro. Music: Miki Minoru. (99 min /
Color.)

In 1967 the Soviet Union, celebrated the 50th
anniversary of the Revolution. This film depicts
the journey of human discovery evident in the life
of those people who inhabit the Siberian continent.
The plan was to release the film in theaters, but
just at that time, the invasion of Czechoslovakia
occurred and the plan was abandoned. The
“phantom” film of Tsuchimoto Noriaki that few
have seen apart from those related to the project.

Summer Happenings U.S.A.
1967-8. Direction: Iimura Takahiko. (28 min /
BW [in English])

Iimura Takahiko stands at the head of the
vanguard of personal and experimental cinema in
Japan. After going to America in 1966, he
energetically continued to shoot films and gained a
significant reputation abroad. This work
documents the world of the streets of New York’s
East Village, focussing on hippies and anti-war
protesters. ~ Working from a distrust of
synchronized sound, he edited the image and sound
separately, aiming for the impact produced by their
collision.

Film Makers
1968-70. Direction: Iimura Takahiko. (27
min / Color [in English])

Introduces the filmmakers Iimura himself has
met — Stan Brakhage, Stan Vanderbeek, Jack
Smith, Jonas Mekas, and Andy Warhol — by
borrowing their style and technique. At the end,
limura himself appears. Enjoyable just in seeing,
one by one, famous figures from film history.

The Horse of Kaberu (“Kaberu no
uma”)

1969. Production: Group Me (Eye).
Production and Direction: Kitamuta Minao.
Seript: Akawa Toshio, Kawate Tadashi, Kitamura
Minao. Photography: Ichikawa Masahira.
Music: Kosugi Takehisa. (28 min /BW)

Records in images for the first time in 1966,
the “Izaiho” religious ceremony that takes place
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once every 12 years in the Year of the Horse on
Kudaka Island, the sacred precinct of the Ryukyu
Dynasty. The film was completed in 1969 with
additional filming. A valuable work in the field of
image ethnology.

People of the Okinawa Islands
(“Okinawa retto”)

1969. Production: Higashi Productions.
Producer: Takagi Ryutaro. Direction: Higashi
Yoichi. Photography: Ikeda Denichi. (90 min /
BW)

Filmed from August to October of 1968 in
Okinawa, which was still under American military
control. The young filmmakers, aiming at a new
independent film movement, tackled all forms of
cinematic possibility, trying independent
production, independent distribution, and even
independent exhibition.

Part 4 Passion for the Situation
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A Report from Haneda
(“Gennin hokokusho”)

1967. Production & Exhibition Executive
Committee: Iwanami Productions Labor Union,
Society for Image Arts, Group Vision. Direction:
Ogawa Shinsuke. (58 min/BW)

1967, the year that witnessed a rising tide
against the American war of invasion in Vietnam.
What marked the peak of the mass movement was
the October 8th struggle to prevent Prime Minister
Sato from visiting Vietnam and the November
12th struggle to stop his visit to America. This
was a battle to hold back Japan’s imperialistic leap
into Asia. In the 10/8 struggle, a Kyoto University
student, Yamazaki Hiroaki, was killed. The film
investigates the cause of death and exposes the
violent attitude of the authority. Like The
Oppressed Students (“Assatsu no mori”), it was
shown in universities all over the country and
received the support of a broad student stratum,
particularly New Left Wing activist students.

High Red Center — Shelter Plan
(“Hai reddo senta-sheruta puran”)

1964. Direction: Jonouchi Motoharu. (18 min
/ BW [silent projection at 24 fps])

The guerilla theater group “High Red Center”
composed of Akasegawa Genpei and others, held a
“happening” called “Shelter Plan” in front of the
Imperial Hotel before it was torn down. Jonouchi
Motoharu, graduate from Nihon University’s film
society, documents the image of the artists who
shouldered the 1960s like Ono Yoko and Adachi
Masao. Sound was added by Jonouchi himself by
playing tapes depending on his mood at the time,
but with Jonouchi now dead, it’s not clear which
tapes to play, so the film will be projected without
sound. There are no titles on the print.

Gewaltopia: The Mass Collective
Bargaining at Nihon University
(“Gebarutopia: Nichidai taishu danko”)

1969. Direction: Jonouchi Motoharu. (12
min / BW [silent projection at 24 fps])

Opposing the powerful Furuta regime, the
struggle at Nihon University reached the point of
mass collective bargaining at the Ryogoku
Auditorium on September 30th, 1968. The film
captures the image of the collective bargaining as a
mental landscape, revealing the scars of the
conflict within the University. Sound was
delivered via tape with this work as well, so for the
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same reasons as the previous film, we will be
showing it silent. The words, “Spring in the south
Gewaltopia” appear at the start of the film.

Flames 1960-1970
(“Honoo 1960-1970")

1968. Organization: Yamagiwa Eizo, Okada
Michihito, Kitamura Takako, Iijima Minoru,
Nakajima Akisuke. (12 min / BW)

A film made to participate in the chanting at the
June 15th, 1968, assembly marking 8 years to the
day that the Tokyo University student, Kanba
Michiko, was slaughtered during the anti-
Security Treaty demonstrations in 1960. Made by
people who participated in the movement of
exhibition of A Report from Haneda (“Gennin
hokokusho™), the work focuses on the theme of
“what did those who died during the struggle see?”

Dead, Come and Cut Off My Retreat
(“Shisha yo kitarite waga tairo o tate”

1969. Production: Group Vision, “Dead,
Come and Cut Off My Retreat” Exhibition
Executive Committee. Participating Staff: Ando
Reizo, Okuda Masuya, Ono Toshio, Naeda Yasuo,
Hirano Katsumi, Kitamura Takako, Chihara Takuji,
Sawato Kuniko, Sakagaki Keisaku, Mizuno
Masaki, Akiyama Hiroshi, Koda Takaaki, Kumagai
Yoichi, Ichimaru Fusako, Matsui Wataru, Kinoshita
Tadataka, Yamatani Tetsuo, Sasaki Michiko,
Asakura Toshihiro, Watanabe Chihiro, Haga
Shohachiro, Kondo Takao, Okamura Noriyuki,
Sekine Katsumi, Nosaki Masanori, Yoshioka
Junichi, Hirai Kuni, Fujimoto Katsuko, Morita
Kazuya, Ito Takashi. (65 min / BW)

Sensing the contradictions behind PR films, the
staff of Nichiei Shinsha gathered together and
formed “Group Vision.” They documented the
struggles of workers in smaller industries,
particularly focusing on the conflict at Nihon
University. This was filming aimed at cutting the
filmmakers off from the conditions locked into the
logic of industrial capital.

Spring-Powered Cinema: Am | an Actress?
(“Nejishiki eiga: Watashi wa joyu?”)

1968. Production: Cinema Naissance.
Production Participants: Asai Takao, Araki Yuji,
Ichinose Masashi, Iwasa Hisaya, Otsuka Kazuo,
Kajiwara Haruo, Kamio Kenji, Sato Toshiaki,
Shigemoto Tadashi, Jinba Isao, Takeda Motoko,
Hasegawa Yoshio, Yamada Tsubasa, Akutagawa
Masahiko. (97 min / Partly in color)

Focusing on the consciousness of the Jiyu
Gekijo (Free Theater) actress Yoshida Hideko, the
film follows the rehearsals building up for nearly a
month until opening day. Iwasa Hisaya, a member
of the “Ao no kai” (literally, “The Blue Society”)
with Kuroki Kazuo, Tsuchimoto Noriaki, Higashi
Yoichi, and Ogawa Shinsuke, among others,
produced this independen work, documenting the
actress against a background of heightened
demands for peace and an end to war.

The May Day Trial (“Me De saiban”)

1969. Production: The Documentary Film
“The May Day Trial” Production and Exhibition
Committee. Script and Direction: Takizawa
Rinzo. (32 min / BW)

Seventeen and a half years after the fact,
Takizawa Rinzo, himself one of the trial
defendants, demonstrated through cinema the
injustice of the authorities' bloody crackdown of the
23rd May Day Celebration in 1952 on People's
Square (known officially as Imperial Palace
Square).

105

S0961 8y} jo

5
2
3
2
&
o
g
3
<
= |
2
B
@
2




i
&
§
60-
F
€
§

=]
X
i
1+
= b
P S
z
=
Y
|
B
&
(1]

S0961 81 jo

saliejuswWno0(] asauedef

[TLE]
19694 BB I KNHEER HBE . BHAML,
KAHEER 845 LHO—K (905/E/ 7 1)

@OFEDFLIE, FBRELLGIE T+ — 2
EHOE, REERDTERE, HEZHD
BERIX & 72 o Tz SAIZIERREIRASA D 15
B, DWIZTH24H. OB BT 128
bol: ERZKEBETHYME L 200EH
FFOTAE) o N b F o 58k, RTE, tPAERT
FEF], ZBEIRZEEIE 2 EAHENR T
694E, HARDFKFK %) HH/I-LDOFEFHFE
95, 6847 H 11 H DOHEBEIRRIZ JZZ)/J\JH7D§§
BREDL, Fé/\x‘?’687\l W D57
. EFERKFBEES D Hﬁéﬁﬂﬁﬁ?@@
227] 7 /174)1/A#ﬁlll7:ct# S
NERIRE (HIGME & SfEmEtge) L3k “%
BHOBR ~OREHEE L TRARKOME
272, ZOEMD. WEMKRE L >TWE AL
NOEREPSADBTIZIFE AL EME N2
"oz,

SEBhHEE JRY

[D3nNHhh > feGIRDEHIC]

19684F BUfE . TEEF FIA - M L AAKE
* w®E o HAER FE LI (13
5/ 55 —)

Ozliiﬁ?ﬂmvw—f rain B N y(3Jaa>
LB ICK268FEDT Ty — - AN
Fx—., RIKHESHO FF 2 2> b, EL%
BEOB (- BEHF— ) X, Yo rOFR -
E—F—fHHOMEHEHR, REDA v
e E—varedicTIT v AL,
g, ZORMIFERL TRV,

[INIVFY i

19694 A% v 7 . LARHEE, KESENER,
AMREEERE, —Z WIS, AAARIREE, R,
BIRET SE./NI7Tuyriar (122
5 7 a)

@107kl (NEHFEI0- 105 FHRESR,
10 - 21 EIBS B S ) . 11 73 e (EREEhiKksE
FRHIEBI%) % HETIC L72694E9 A, HHRAF
A HBII70ELREOR NI E 4 & HEHE
DT, EEBOEBEZMO A LT HHE
BIRRICT LA BIEoN ) 7 — FEEH. KA.
KHBEE Y TIBER LTz, FHELSL & —/ICRKE
HOBWEHED TV EEON, KRBFE
HBIZARY b2 4 TTH L,

106

/' L & BRE]
Part 5 Symposium and Film

Underground Square
(“Chika hirob a%

1969. Production: Allies of the Square.
Direction: Ouchida Keiya. Photography:
Fukui Kazue, Ouchida Keiya. (90 min / BW)

After the spring of 1969, the square in front
of the west gate to Shinjuku Station became a
liberated zone for youth, gathering there to sing
folk songs and to debate. In May, riot police
began to enter the square and, on July 24th, the
square was changed into a “road” (the police’s
scheme to keep control by means of the traffic
law). 1969, noted for the Vietnam anti-war
movement, the Anti-Security Treaty
mobilization, the victory of the struggle in
Okinawa, and for the fight to stop Narita Airport,
brought to life the voices of young people
concerned with the future of Japan. The illegal
repression of free speech was also a big topic
after events such as the July 11th, 1968, riot
police attack on Ogawa Productions; the arrest of
Takenaka Tsutomu while filming Winter in
Sanya, 1968 (“Sanya 68 fuyu”); the confiscation
of the rushes from the Kokugakuin University
Film Study Group’s film, Provisional Title:
Hungry Feast 27 (“Kadai kiga no kyoen 277),
and the Suzuki Seijun incident in which the
director was fired from Nikkatsu and the
exhibition of all his films blocked. In
consideration of those who became the subjects
of this film, Underground Square was hardly
ever shown in public.

For My Crushed Right Eye
(“Tsuburekakatta migime no tame ni”)

1968. Production: Kudo Mitsuru. Script
and Direction: Matsumoto Toshio.
Photography: Suzuki Tatsuo. Music:
Akiyama Kuniharu. (13 min / Color)

A document of the counter culture and the
struggle against the system in 1968, presented for
the first time in Japan through a multi-projector
system (using three projectors.) When it was
first shown (at Sogetsu Hall), they set up
projectors with synchronized motors and lit off
flash bulbs to accompany the stop motion scene
at the end. This experiment has not been realized
since then.

Pre-Partisan (Paruchizan zenshi”)

1969. Production: Ogawa Productions
Staff: Tsuchimoto Noriaki, Otsu Koshiro,
Kubota Yukio, Ichinose Masashi, Matsumoto
Takeaki, Tsutsumi Masao, Sekizawa Takako.
(122 min / BW)

In September, 1969, just before the October
Battle (composed of the October 10th Worker
Student Citizen Assembly Against the Security
Treaty and the October 21st International Anti-
War Struggle) and the November Battle (the
conflict to stop Prime Minister Sato’s trip to
America), the Kyoto University Joint Struggle
Committee (Zenkyoto) was making steady
progress towards the strategic conflict of the
1970 Security Treaty demonstrations. Against
the efforts of the riot police to destroy the
movement, the students fought back with
barricade blockades, Molotov cocktails, and
stones. The film turns the spotlight on the
controversial Kyoto University assistant, Takita
Osamu, who promoted the fight against authority
alongside the students.
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The Emperor’s Naked Army Marches On (JURY) 53
An Engineer’s Assistant (JD-1) 98
Everything Has a Spirit (US) 72
The Fair of Love (SE-ASIA) 78
Film Makers (JD-3) 103
The First Emperor (SPECIAL) 49
Flames (JD-4) 105
For My Crushed Right Eye (JD-4) 106
From Goddess to Vagabond (SE-ASIA) 79
Genesis-Genesis (SE-ASIA) 80
Gewaltopia (JD-4) 104
Ghost World (JD-2) 101
Good-by (A-JURY) 88
Harajuku (SE-ASIA) 78
Hare To Ke (OGAWA) 94
Head Games (JD-3) 103
High Red Center-Shelter Plan (JD-4) 104
The Horse of Kaberu (JD-3) 103
I Am Furious Yellow . . . '93(SPECIAL) 50
| Have Graduated (CHINA) 86
Imagining Indians (SPECIAL) 51
In the Land of the Deaf (COM) 26
In the Name of God (COM) 28
Intimate Stranger (COM) 30
The Isolation of Two Long-Distance Runners (JD-2) 100
It Starts with a Whisper (CANADA) 72
Jalur (SE-ASIA) 80
A Japanese Village-Furuyashikimura (OGAWA) 93
Jose Torres (JD-3) 101
Kanesatake: 270 Years of Resistance (CANADA) 73
Kids & Culture (AUSTRALIA) 74
Land of the Dawn (JD-3) 102
The Learning Path (CANADA) 72
Letter to My Sons (SE-ASIA) 78
Little King Kong (E-ASIA) 81
Living on the River Agano (COM) 32

Losses to Be Expected (COM) 34

Magino Village-A Tale (Ogawa) 94
Malangi (AUSTRALIA) 73
The Mammoth Tanker, Naess Sovereign (JD-1) 98
Mana Waka (NEW ZEALAND) 73
Manufacturing Consent: Noam Chomsky and the Media (COM) 36
The Matsuyama Incident (JD-2) 100
Mauri (SPECIAL) 54
The May Day Trial (JD-4) 105
Meta-Ekologi (SE-ASIA) 80
Meta-Meta (SE-ASIA) 80
Mothers (JD-3) 102
My Love Hokkaido (JD-1) 98
My Time in the Red Guards (CHINA) 86
Narita: The Building of the Iwayama Tower (OGAWA) 93
Narita: Heta Village (OGAWA) 93
Narita: Peasants of the Second Fortress (OGAWA) 92
Ngati (NEW ZEALAND) 73
ngo® (E-ASIA) 80
Night and Morning Inside Myself (A-JURY) 88
Nishijin (JD-2) 99
No Game (JD-3) 103
Non KB (SE-ASIA) 80
Okinawa (JD-3) 102
One Day in the Taiga (MONGOL) 82
On the Hunting Ground (JURY) 54
The Oppressed Students (OGAWA) 92
Part Time God (COM) 38
People of the Okinawa Islands (JD-3) 104
Poison (AUSTRALIA) 73
Por la Allpamanda Causaimanda Jatarishun (ECUADOR) 73
Pre-Partisan (JD-4) 106
Recall to the Past (MONGOL) 82
A Record of the Shiraoi Ainu (JAPAN) 74
A Report from Haneda (JD-4) 104
Rider with a Guitar in the Plains (JAPAN) 74
Ritual Clowns (US) 72
The Sacred Site for Asceticism (TIBET) 83
The Satirical Animal Scrolls (JD-2) 100
Sea of Youth (OGAWA) 92
Secret in the Hive (JD-1) 98
Serge Daney: itinéraire d'un "Ciné-fils" (SPECIAL) 52
The Seventh Fire (US) 72
Ship of Outlaws (JAPAN) 74
A Song for Tibet (TIBET) 84
A Song of the Bottom (OGAWA) 93
The Song of Stones (JD-2) 99
Spring-Powered Cinema: Am | an Actress? (JD-4) 105
Summer Happenings U.S.A.(JD-4) 103
Summer in Narita (OGAWA) 92
Symphony 92.4 FM (SE-ASIA) 79
Tent Embassy (AUSTRALIA) 73
Texas Tenor: The lllinois Jacquet Story (COM) 40
Tibetan Opera Troupe in the Khams (TIBET) 83
Timisoara-December 1989 (COM) 42
Tissue Paper Culture (SE-ASIA) 79
A Town not Yet Seen (JD-2) 100
Transmission (TIBET) 85
The Traveller (JURY) 53
Underground Square (JD-4) 106
Uepotara-A Traditional Exorcism Rite of the Nibutani Ainu 74
A Visit to Ogawa Productions(OGAWA) 94
A Woman Being in Asia (E-ASIA) 81
The World of a Siberian (JD-3) 103
Words: The Symbol of a People (JAPAN) 74
A Young Shipyard Worker (JD-1) 99
Zoo (COM) 44
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Abe Hideko Nornes
Abe Ritsuko
Akiyama Tamako
Aoki Kensuke
Aoyagi Yumiko
Araki Keiko

E. Arohan

Asano Ryoichi
Asanuma Koichi
Baba Koko

Rita Belyakovskaya
Robert Bourelly
Tait Brady

Jugen Brining
Vincent Burke
Byun Young Joo
Catherine Cadou
Philip Cheah

Chen Huei-ju

Oliva Chen

Chiao Hsiung-ping
Chikuma Kazuo
(Yokosuka Cine Club)
Chupchisekor
Teddie Co
Jonathan Dennis
Nick Deocampo
Christian M. Doermer
Dohi Etsuko

Jean Douchet
Rose Eijsten
Ronald Foster
Monica Frota
Fujimoto Masaru
Fukushima Yukio
Aaron Gerow
Shohreh Golparian
Ulrich Gregor
Gunya Heishun
Haneda Sumiko
Hara Kazuo
Harada Toru
Hayashi Hirofumi
Hayashi Kanako
Sharon Hayashi
Hibino Yukiko
Higashi Yoichi
Higuchi Genichiro
(Cine Document)
Hirano Katsumi
Gordon Hitchens
Honda Takayoshi
Dildar Hossain
limura Takahiko
lizuka Toshio

lkui Eiko

Imafuku Ryuta
Imaizumi Koji
Inada Takaki

Indo Yasuhisa
Ishikawa Yoshimi
Ishizaka Kenji

Ito Mitsuo

Ito Shigeaki
lwasa Hisaya
lzumi Isamu
Jeon Yang-june
Jinba Isao

Jinnai Tetsuko
Jonouchi Mineko
Kageyama Satoshi
Kanai Katsu
Karima Fumitoshi
Kasu Sanpei
Kato Itaru

Kato Takanobu
Kayano Shigeru
Kayano Shiro
Rhys Kelley
Kimura Sachiko
Kitamura Minao
(Visual Folklore)
Kobayashi Sachiko
Koga Futoshi
Kogawa Tetsuo
Koiwa Shinob
Kojima Hiroko
Kojima Yoshifumi
(Seido Productions)
Yu. |. Kolosov
Regula Kénig
Kudo Mitsuru
Kurihara Hiroyuki
Kurihara Nanako
Kosaka Alberto
Kuroiwa Hisami
Kuroki Kazuo
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Kusakabe Etsuko
Kusakabe Kyushiro
Kusunoki Tokuo
Claude Laurent
Lee Daw-Ming
Rox Lee

Li Ying

Miryam van Lier
Maeda Shuichiro
Maekawa Mari
Mamiya Norio
Marutani Akira
Matoba Kuninari
Matsukawa Yasuo
Matsumoto Toshio
Matsuoka Tamaki
Matsuyama Fumiko
Mikami Meguru
Mikami Toshimi
Miki Miyahiko
Minami Kenko
Trinh T. Minh-ha
Miyano Hiroki
Mizuno Masaki
Morinaka Yukari
Margaret Morse
Murakawa Hide
P. K. Nair
Nakajima Yo
Nakamura Noriko
Nakano Rie
Nemoto Rie
Nishi Shusei
Noda Shinkichi
Nogami Teruyo
Noguchi Kazuo
Nohara Machiko
Nosaka Haruo
Oe Masanori
Ogawa Erika
Okada Hidenori
Okada Kazuo
Okada Masako
Okamoto Sadako
Steven Okazaki
Okishima Isao
Osaki Ryuji
Oshige Junichiro
Oshima Nagisa
Otsuka Hiroshi
Otsuka Kazuyoshi
Ouchida Keiya
Rawiri Paratene
Jon Pray
Puhipau

Donald Richie
Houshang Rusti
Saegusa Keiko
Saiki Tomonori
Sakata Kenji

Sato Hisako

Sato Kyoko

Sato Makoto

Sato Tadao
Sekiguchi Noriko
David Shepard
Shibata Yoshikazu
Shimizu Akira
Shinomiya Tetsuo
Shiraishi Keniji
Shiraishi Yoko

Ali R. Shoja Noori
Scott Sinkler

So Gun

Su Song Song
Sugimoto Susumu
Dome Sukvong
Yukiko Sumoto-Schwan
Sugiura Masaichi
Sunazawa Chinita
Suzuki Shiroyasu
Tachiki Shoichiro
Tahara Ryoko
Takahashi Sunao
Takahashi Takako
Takase Kiyoe
Takizawa Rinzo
Tamura Masaki
Tamura Shoko

Tan Chyn Ngian
Tanaka Chiseko
Stephen Teo

Takei Tomie
(Production Bamboo)
Teshigahara Hiroshi
Kuni Theilert-Chikamori
Tochigi Akira
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Tokieda Toshie
Dario Tomasi
Tomita Mikiko
Tomitsuka Masaki
Tsuchimoto Noriaki
Tsukeda Naoko
Tsurumi Shunsuke
Uechi Satoshi
Uemura Hideaki
Ueno Koshi

Ueno Toshiya
Wake Michiko
Stuart J. Walton
Wan Ming

Watabe Minoru
Watanabe Masamitsu
Watanabe Setsuko
Elizabeth Weatherford
Timothy R. White
Eruera Te Whiti Nia
Mickey Wittig-Harby
Wong Ain-Ling

Wu Wenguang
Yamada Kazuo
Yamagiwa Eizo
Yamaguchi Masao
Yamamoto Fumiko
Yamanaka Shigeru
Yamane Sadao
Yamashita Nobuko
Yanagisawa Hisao
Yano Tomozo
Yoshii Michiko
Yoshii Takashi
Yoshitake Michiko
Zhang Yi

Zhu Ting

ACT

Ainu Association of
Hokkaido

All Osaka Cinema Circle
Council

Arcady Films

Athénée Francais Culture Center
Australian Fim Commission
Austrian Film Commission
Berlin International Film Festival,
International Forum of Young Cinema
Cable Hogue Co. Ltd.
China Central Television,
External Service

Cine Saison Co. Ltd.
East Japan Marketing &
Communications Inc.
East Japan Railway

Eiga Shinbun

Embassy of Japan in Russia
Embassy of Mongolia in Japan
Embassy of Romania in Japan
Embassy of the Switzerland in Japan
Embassy of the U.S.A. in Japan
Etoile Hirose Production
Euro Space Inc.

Farabi Cinema Foundation
Heibonsha Co., Ltd.
Hokkaido Electric Power Co., Ltd.
Hong Kong International
Film Festival

Hosei University, Ohara Institute for
Social Research

Image Forum

Itami Film Festival
Iwanami Audio Visual Media Inc.
The Japan Foundation,
ASEAN Culture Center
The Japan Foundation,
Audio-Visual Department
The Japan Foundation, Japan
Culture Center, Jakarta
Japan Original Technic
Co., Ltd.

Japan Sea Corporation
Jiyu Kobo Inc.

Kamijo Studio

Kansai Kyodo Eiga Sha
Kawasaki City Museum
Kyoto Seika University, Library and
Information Centre

Lemle Pictures, Inc.
Melbourne International
Film Festival

Ministry of Foreign Affairs
Na Maka o Ka 'Aina

The National Museum of Modern Art,
Tokyo, The National Film Center
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Network Films Inc.
Nibutani Ainu Language
School

Nihon Eiga Shin Sha
Nippon Audio-Visual Library
Nippon Cine Arts Co. Ltd.
Nippon Film Development
& Finance Inc.

North Foundation

Nyon International Documentary
Film Festival

Ogawa Productions
Okinawaya

Oshima Nagisa Productions
Pandora Co., Ltd.

P2 Inc.

Pole Pole Times Co., Ltd.
Sakura Motion Picture Co., Ltd.
Saligna Production

Seattle International Film Festival
Shigaku Koron Sha
Shimonaka Memorial Foundation,
Encyclopedia Cinematographica
Japan, Archives A Division,
Shindo Bijutsu Insatsu
Shisso Production

Siglo Ltd.
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Smithsonian Institution, National
Museum of the American Indian
Sodaperaga

Sovexport Film
Suizokukan Gekijo
Sukoburu-Factory Inc.
Teshigahara Productions
Theater Kino

Toa Commercial Photo
Center

Tohoku University of Art
& Design

Tokuma Japan Communications
Tokyo Cinema Inc.
Toyo-Cinema Co., Ltd.
Triton Pictures

Victor Video Center
Walk Co., Ltd.
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Asahi Brewery Ltd

iR EHR LR X8

Beautiful Comission AL S®R
Corporation Yamagata WmEsRRE
Building Service 74 —Z L

Denroku fa-=X

Endo Shoji X—~ILF

Fuji Insatsu

Hitachi, Ltd. SHE I XE
Johoku Highschool, Tea I7T LU
Ceremony Club BFEAEERLEER
Kirin Brewery Co., Ltd. AdLFEREILIFZ B
Kyoshoku HEDEEHILFXB
Lions Club in Yamagata BAFELILEXB
Maruhachi Yatarazuke NHKLLF B6£ B
Murayama Co., Ltd. ERHELILTEXE
Nanokamachi FLEI-IUF
Saikaihatsu Bldg. Co. 11577853
Nanokamachi Shotengai WA

Shinko Kumiai ks e

NEC Corporation

Nihon Tenpo Kogyo
NTT, Yamagata
Otemon-Daiko

Palette

Rotary Club in Yamagata

Sendai Coca Cola Bottling Co.

Senzokuya Building
Shibuya Kensetsu
Shokusan Bank Ltd.
Shonai Bank
Sogetsuryu

Suntory Limited

Topcon Yamagata Co., Ltd.
Toshiba Co.
Yabuuchiryu Jinpukai
Yamagata Bank
Yamagata Kensetsu
Yamagata Kotsu
Yamagata Printing Co, Ltd
Yamagata Shiawase Bank Ltd.
Yamagata Shinyo Kinko
Yamagata Shomin
Shinyou Kumiai
Yamagata-chiku Haiya

FocHEILZ B

Kyogikai

Yamagata-ken Kensetsugyo
Kyokai Yamagata-shibu
Yamgata-kita High School
Yamagata-shi Kensetsu Doyukai
Forum

Muse

Nouvelle F

Asahi Shimbun Publishing Co.

FM Yamagata

Jiji Press Ltd.
KAHOKUSHINPO PUBLISHING CO.
Kyodo News Service

The Mainichi Newspapers
NHK

The Sankei Shimbun
TUY Yamagata
Yamagata-shi Broadcasting Co., Ltd.
Yamagata Shinbun
Yamagata TV

The Yomiuri Shinbun

The Festival is supporting by many people including the following persons living in Yamagata.
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Fuse Sadao
Inoue Shinichi
Masuya Shuichi

The Network Overseeing the Success of the Festival:

kR y NT—T %
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Siaat

Tsakahashi Takuya and others, Yamgata Office
BSIE

FERELERS

Kaito Yoshimasa and others, Shinjo Mogami Renrakukai
Nz

BREEEBHERY 57

Kato Hiroyuki and others, Shirakatamachi

Katsudashashin Club
KIRBEEZER T L3 L

Bi2—Z

Shimazu Kazuhiko and others, Yonezawa Eiga Gakko Filcom

E 2T 5 EMEF

TS

Satake Kenkichi and others, Kitamurayama Eiga-mura

78Y 17 hab

NS

Kawai Hiroo and others, Project ab

TLFAFTWWHITIL—T

HER—

Inoue Shinichi and others, Amnesty Yamagata Group
FOBEEE #O<ViB#ES
Yamagata City Conference of Shopping Center

I i TARA AR

Yamagata-shi Motoki Kominkan

it HARE

Yamagata-shi Kanai Kominkan

W PA RAE

Yamagata-shi Dewa Kominkan

I MIEaER A AR

Yamagata-shi Seibu Kominkan

Ra 8B 1IEF Abe Masako

B &R F Abe Yoko
ZEFNRR Adachi Kazuaki
SHEF Aita Kohei

=AU T Aita Rie

RHSF Arai Reiko

SEHE Arai Susumu

TH = Arai Yukihiro
i sh) Asakawa Kaori
X Asakawa Susumu
EEBT Asano Tsuyuko
REEF Fukase Eiko
HREET Goto Mitsuko
FRED Haga Michiya
PBTE Hashima Aki
FHF3 Harada Chiyo
LLSUNEZES Hashimura Sayumi
BiRERT Hayasaka Mitsuko
RIRHE Hayasaka Yoshimasa
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Mineda Katsuko BIBIES]
Saito Hisao SIBE
Sakurada Yuko W E—8
Hiroya Makoto NEFRAR
Honda Kazuhiro AHEF
Honda Kenzo KigH
Honjo Yohei A
Honma Yoriko AR
Hoshino Toshinobu SEFHFNRE
Ida Hideyuki BEHEF
Ikeno Yoshihiro & =2 R¥DF
Inoue Tomoko & =2 RERTF
Inoue Yukihiro TEriEE
Ishida Chiyomi ERRI%F
Ito Atsushi 1S

Ito Hana TR —
Kaiya Kazuko R T
Kamijo Takahisa AR
Kano Mamoru BRI R
Kato Itaru 1S
Kato Takanobu Bz
Kimura Yuko filiERE
Kobayashi Shigeru SR E—
Kobayashi Shinobu SRR
Kon Koichi SATETF
Kosaka Sachiko FHARE
Kuroki Hiromi A=
Kuroki Mitsuyo BARBF
Kurosawa Ryoko SR
Kusakari Koichi HEIETF
Makihara Katsuro HEHET
Maruyama Yasuko =RIEE
Masuya Shoko =2 WA
Masuya Shuichi EiBE
Matsuda Shinichi SiEZE
Miura Yuko T
Miyazawa Hiraku FzRE
Mori Shigeya HPEF
Murata Tamio Hp—
Murayama Takashi FIBER
Nagahashi Yoko FEZEF
Nagaoka Yoshiko FlcHst
Nagasawa Shigekazu IR =)
Nakagawa Emiko wELEY
Nakamura Nobuko HIEEB)
Nakamura Yoshiko ERHE
Nishimura Yoshiki HEDFF
Numazawa Tamiko W E—8
Ogasawara Hirosi WeR
Okada Kazuko KAE

Okuyama Nobuyuki

Takahashi Masashi
Takahashi Sunao
‘Yamagami Kazutoshi

Ono Akihiro

Ota Tomoko
Otaki Makoto
Saito Hisao

Saito Yoshiaki
Sakai Kazuaki
Sakai Yoko
Sasaki Hatsuko
Sasaki Mieko
Satake Kenkichi
Sato Etsuko

Sato Fumi

Sato Keiichi

Sato Makiko

Sato Makoto
Sato Seiji

Sato Yasushi
Seki Osamu
Sendo Takashi
Shibasaki Yoichi
Suzuki Eiichi
Suzuki Kohei
Suzuki Takashi
Suzuki Toshiyuki
Suzuki Yuko
Suzuki Yumi
Tachibana Junko
Tajima Yumiko
Takagi Akihiro
Takahashi Akemi
Takahashi Sunao
Takahashi Yoshikazu
Takahashi Yuko
Tamatsu Toshihiko
Tanaka Eiko
Tanaka Hajime
Terasaki Kotohiro
Tobe Natsuko
Toshimoto Hiroshi
Toyoshima Miyuki
Umetsu Chigiri
Umetsu Kosuke
Wakao Yoshihiro
Watanabe Toshiko
‘Yamagami Kazutoshi
Yamakawa Shiro
Yonemoto Toshi
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YIDFF Organizing Committee & Staff

RERKRTEER EERI Y YIDFF Organizing Committee Takahashi Takuya
=iREF Nishizuka Miya
=K WEHE BB == President Kanazawa Tadao, Mayor Miyasaka Sachiko
BI&R WUFHEE 1EmESRER HEFE Vice-President Sato Kojiro, Deputy Mayor Yuki Kozo
WEmEfiitiasR HMEEL HEfE Yokota Shozan, President, Ikeno Toru
ZBE BT RERE Art and Cultural Society of Yamagata City Takeda Kazunori
HEEE AASE ShifE— Chairman Tanaka Satoshi Adachi Eisuke
£8 EMATE HURT Vice-Chairman Matsuki Shosuke Takamura Kenichi
FHPEE H Efg— Members Miyata Yukiharu Yokoyama Ryosuke
HREEFN SHERRR Niwa Yoshio Inoue Kenichi
REF A RIEZER LR Saito Masakazu Aida Saburo
EiZn= BEE IFHIIRAK RIBREZ lino Shoetsu Permanent member Sato Yosuke
EIRENE RIg{T— Nagasawa Yuiji Auditors Itagaki Keiji
EiEEt Tomitsuka Masaki Ozaki Koichi
RERRTEEREHED PEBE— Festival Staff Aaron Gerow
F—OrsJzA-— Festival Director Imagawa Masahiro Ronald Foster

EEBE S )EBA AFIVK s T4XE— Deputy Director Tomita Hiroshi
EBRAER EMRE Staff Inamura Hideyoshi Management advisors ID Corporation
28y 7 TRAIZE4F EEE RS HRAEHT7 17« Nakamura Shinji Tsukada Takayuki
hifiE— HEEZ Michelle Hansen-Robbins Okoshi Akira

Bubzlbs Nkr=OE»X KithER Assistants Saito Shigeko
fHE HEXT Sato Miyako Interpretation Kimura Haruko
thEEERT (B AAHEF Kanno Yoshiko Yamane Michelle
#HEHEET WARI v 2z Kawaguchi Yoko
JNEaksF Festival Coordinator Yano Kazuyuki Hanai Hiroko
RREBRE KEFMZ EHBEESF  Film Coordinators Ono Seiko Hirano Kanako
TAL s A—F g x—%2— /NHEF FEMNRT Kimizuka Shoko Kodaka Tamie
EBRETF NSRRI Program Coordinators Kawada Tomoko
a5 L A-F R —%— JIEBEF (Indigenous) Abé Mark Nornes Michiki Nobuyo
(HAREERMESR) FAH~v—T - /—% X EARD R & Daishima Haruhiko Yamamoto Atsushi
KEBE IAH =) (Asia Program) Darrell Davis Nakagawa Keiko
(P77 -7095L) FLI-F—EZR FIEF Fuseya Hiroo Yakura Ryoko
REtEH ES s (Japan Documentary) Yasui Yoshio Yamanouchi Etsuko
(BRKF24>%21U—) RHEH WZAF  Editing & Public Relations Yaguchi Harumi Irie Akihiko
RE - L3R KOREE ANI®EZ Assistants Yamamoto Mayumi Anpo Naoko
#ix AR E D H RIREF Shinkawa Takahiro Kouchi Wakako
#7)11B&3A FIARFIHNF Asano Fujiko Sonehara Miho
REET SREXMR  (Indigenous) Kadoi Mari Kato Kakuichi
(RS RBRET) GE: g ] nEER— (Japan Documentary) Mihara Mitsuhiro Morisawa Hatsu
(BRFF2x>21)—) =ExRS FRIRAD Nishihara Tazu Tani Rika
FmES%k B5EEF Nakano Toshiko
FB2F|F Advisors for the pre-selection E. Arohan
FRET KT 7 1Y — EEE A -7aNn> Watabe Minoru Shohreh Golparian

FRERREAT Ya—L Ny T e Inada Takaki
FLUE—ER Murayama Kyoichiro Screening Projection Arata Shoichi
LIS r—=yk (BRE) SEHIE— Regula Kénig Ishii Yoshihito
BHEA Onishi Masahiko
RRE—-FH1> FEEA KEEZ Poster Design Kamijo Takahisa Yoshida Tomohiro
LRI B —FH 1> ST = HEHEA Teaser poster design ~ Okamoto Sadako Harada Toru
OyoX-1— TR Rox Lee Ogawa Erika

EIZY7%»  Catalogue design Takahashi Masanori
HEAQTTFHFLL - LATT b SIEEE Fujiwara Michi Credit film Rox Lee
EEEE MEEIL Ty b Oy 27X -1)— (Translation) Aaron Gerow Tamura Masaki
(BUER) 7—Or-yrxo— BT IES Ronald Foster Akiyoshi Nobuyuki
OFIKeT74X%2— MEEE Fujiwara Toshifumi Honda Takayoshi

EEHSE AEEHE Nakamura Noriko
hit e F Hayashi Michiyo Subtitles of Films Tanaka Taketo
MEFH PEGIFN=E £ 5 EN HFRA Katayama Yuko Shimizu Akira
R8T BKSR Koga Futoshi Matsuoka Yoko
HEA HREETF Okada Hidenori Yokota Sachiko
FEEL AAERNT Akiyama Naoko Ito Miho
FLEF 1REEETE Nishi Shusei Takayama Mika
TR BWEE Kosaka Fumiko Shindo Terumitsu
SIREETF SERERSE So Gun Stuart J. Walton
KRB I iE8A Mary June Stickels
FALY— 21— XRE KHHEF TRERLT Daily Bulletin Kimura Yuko (Supervisors) Kuru Kiyo
STFI)EE RFaF—bJd x> Erikawa Ken Nakajima Heizo
= ATV = X714y TR Arai Susumu Nishi Shusei

iR — Sato Keiichi

SiEEt (B51%) ABER Takahashi Takuya

SEE hEF= Masuya Shoko

MAET Eicllo Suzuki Eiichi

$a AR Masuya Shuichi

RE - HifF : MXatt BIAE
R A SHEE D R XY —

BT IWUMERKNx2 X221 —

Editing & Production: Cinematrix Co., Ltd.
E'X  Plate: Bunka Business Service Co., Ltd.
ENR : LUFSENRIR%X 5S4t Printed by Yamagata Printing Co., Ltd.
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