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A hundred years have passed since the Lumiéres’
Cinématographe appeared on the streets of Paris. In this
year worthy of celebration, I am extremely pleased that we
can hold the Yamagata International Documentary Film
Festival ’95 with the kind support of people inside and out-
side Japan, especially the citizens of Yamagata City.

The Film Festival will see its fourth manifestation this
year, with the number of works entered into the Main
Competition reaching a record 436 films. As the Festival
has been welcomed and firmly established among the
world’s filmmakers and cinema fans, I believe our position
as “Documentary’s Yamagata” has become more and
more secure.

Documentary has existed in various manifestations: a
medium for documentation, experimental images, a politi-
cal apparatus, and a machine for war. In this week, I hope
we can all celebrate a hundred years of cinema in its entire-
ty through the many events being held here.

Finally, in addition to offering my thanks for the support
and cooperation given by the citizens of Yamagata City
and all others involved, I hope this Film Festival will con-
tribute significantly to the further development of cine-
ma—especially documentary film—as an internationally
shared culture that will be of some help in realizing world

peace.

= RER

(N30 =3
IWESERE N % 2 X > &2 ) —BRES
XITRESS

—Sato Kojiro
Mayor, Yamagata City
President, YIDFF Organizing Committee
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Six years, just like that. By now, I am suddenly over-
come by emotion when I think that it has been six years
since the first Film Festival was held in 1989. At that time,
we had a mountain of things to worry about: Just how
many films would be submitted? How many spectators
would come? Would the foreign guests really show up?
Even with making the posters and pamphlets, things were
such that everything was practically hand-made.

So how about that? This year, six years later, with 436
films received from 45 nations, the festival has now
become widely recognized as an international event.
What’s even more pleasing is that this Film Festival itself
has become established as an event created by residents of
Yamagata City. Just how much will our guests be pleased
by such factors as the powerful support of the citizen vol-
unteers, the safe but sure activities of the Network group,
and the warm, friendly reception unthinkable in the big
city?

The long-awaited Yamagata Documentary Film Library
has been established inside the Big Wing, becoming a valu-
able treasure trove of modern world history. I hope that
the Film Festival will not end as a simple celebration, but
will give birth to strong, broad-based cultural exchange.
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Chairperson, YIDFF Organizing Committee
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Internatie=nal Documentary Film Festival '95
1995410838 ~98 WHd Yamagata City, October 3-9, 1995

The Yamagata International
Documentary  Film  Festival,
which will be held for the fourth
time this year, is becoming more
rich and varied than at any time
in its history in terms of the
number of works and modes of
expression presented and in the
regions represented. If cinema is
a moving image projected onto a
screen in front of a large audi-
then that
turned 100 years old this year. In

ence, cinema has
the Competition, the number of
works shot on video or which
cross the boundaries of docu-
mentary has increased in recent
years. But it is an immense plea-
sure to be able to also showcase
the revolutionary oeuvre of the
Armenian filmmaker Artavazd
Pelechian as a special invitation
film. In the other invitation films,
directors who have produced
numerous works on film up until now will present video
works that seek out new possibilities. Finally, following up
on 1993, when we screened many works by indigenous
artists in a special event, we will present two such works
this year on video.

In the Asia program, New Asian Currents, works from
Japan and South Asia will appear for the first time. With
works in formats like video and Super-8, Asian documen-
tary has become more and more diverse in mode of
expression, a virtual cornucopia of cinema. We will also
screen the latest work by the winner of the 1993 Ogawa
Shinsuke Prize, Wu Wenguang.

In the Japanese documentary series, it’s the 1970s: the
era when Ogawa Shinsuke, who had made this Festival a
part of his life in his late years, made his stand at
and Tsuchimoto Noriaki at
Tsuchimoto is

Sanrizuka, Minamata.
even now trying something new at
Minamata, so the 1970s films we will show here still have a
direct influence on the present. In the symposium, we
expect lively debates on subsequent developments.

What will happen to the chaos that took 100 years to
appear at this film festival? “7 Spectres” will screen many
works, from the classic to the state-of-the-art, in a variety
of thematic categories. However, even in an age when new
technologies are being invented one after another, cinema
should still be based in its relationship with the audience.

The Yamagata Film Festival has become firmly estab-
lished. Greeting more guests and audience members than
ever before, we hope to think about the past, present, and
future of cinema and documentary while enjoying the fes-
tive atmosphere.

—Yano Kazuyuki

Director, Tokyo Office
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The International Jurors of YIDFF 95
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Barbara Hammer (U.S.A.)
Hou Hsiao-hsien (Taiwan)
Kudo Eiichi (Japan)
Tracey Moffatt (Australia)
Tarr Béla (Hungary)
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® Juror’s Statement

My interest is in documentary film as a fine art; film that is a critique of existing
modes of expression; film that looks like something we have never seen before.
Traditional documentary doesn’t begin to crack the eggshell in which we live.
There must be a new way of seeing: film that breaks tradition, that unites disparate
elements, that reveals the static status quo. _

I look for the abstract, the experimental, the hybrid film that intercuts fact and
fiction, drama and document. I look for the understated film, the film with doubt-
ful character that wanders on the borders of our perceptions. Robert Flaherty gave
a mirror to the indigenous peoples of North America, the Eskimos. Holding the
mirror for the first time, they were able to see whatever reflection they wanted by
tilting and turning the reflective surface. The world we see reflected in traditional
documentary is as rigid as a people who can see only one way.

We Flahertys must look into a rotating kaleidoscope of heterogeneous and com-
plex reflections and not fixate on a single, homogenous story. We need many ways
of seeing, of knowing to survive in the complex world in which we live.
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eBarbara Hammer

Born in Hollywood, California, USA, in
1939 and started making fims in the
late 1960s. Since then she has pro-
duced a great number of works in
both fim and video, mainly in the area
of experimental documentary, and is
now considered a leading figure in les-
bian film and video activism in the US.
Her first feature, Nitrate Kisses (1992),
a stylish fimic meditation on the
social/cultural history of homosexuality
in the US, was successful both criti-
cally and in theatrical release. The
awards for the film include, among
others, the Polar Bear Award at the
1993 Berlin International Film Festival
and the Best Documentary Award at
the 1993 Women Director's Film
Festival in Madrid. Her latest work is a
video-documentary on gays and les-
bians in South Africa.
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A cinematic meditation on the cultural and political history of homosexuals which has been hidden in shadows and repressed
from the pages of official history. The highly sophisticated editing combines stylish black and white images of gay and lesbian
love with images of homosexuality found in movies and photographs from the past. This magnificent stream of images rides on
the voices of homosexuals narrating their experiences in 1930 America or in Nazi concentration camps to press the viewer to
rethink his or her attitudes towards sexuality.
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® Juror’s Statement

There’s an ancient Chinese proverb that says, “Plain face, both views.” It can
mean to come into contact with people or things directly, and not place any divi-
sions in between; or it can mean to be sympathetic, to stand in the object’s shoes
and feel compassion. I wonder if this is not the basic attitude of people involved in
documentary film.

The great Chinese novelist Zhang Ai-ling, who died just recently, left us with the
following: “I like simplicity, but I can only depict the simple qualities of life at the
foot of the witty and adorned way of life of modern people. Consequently, my
writing is easy to interpret as often flamboyant. But I never raise both hands in full
support of aestheticism; yet neither do I think the deficiency of aetheticism lies in
‘beauty.” Rather, I think it lies in the problem that at the center of aestheticism’s
beauty, there is no quality.”

The “simplicity as an essence” she speaks of is precisely what I have long pur-
sued in my filmmaking. Furthermore, I believe it is a topic encouraging documen-
tarists as well.

o BEBIES Juror’s film
Ko 3 fAEdHh &Ly Why Don’t We Sing?
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Directors: Guan Xiao-rong, Lan Bochow, Li San-chong, Fan Zhe-guo

Producers: Hou Hsiao-hsien, Ben Hsieh
Taiwan / 1995 / Taiwanese / Color / Video / 92 min
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Fifty years ago, soon after the Taiwanese people tasted the joy of liberation from the
Japanese, they became disillusioned with reality. The February 28th uprising in 1948 was
suppressed, and while the Taiwanese Communist Party and leftist intellectuals continued
their struggle underground, in the 1950s the Chiang Kai-shek government carried out anti-
Communist purges, executing over 3000 people from all walks of life and imprisoning 8000
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e Hou Hsiao-hsien

Born in Guandong Province, mainland
China, in 1947, but moved to south-
ern Taiwan the next year. He made his
directorial debut with Cute Girls
(1980). Gained international attention
with The Boys from Fengkuei (1983)
and was soon regarded as a leading
figure of the Taiwanese New Wave
along with Edward Yang. His A Time
to Live and a Time to Die (1985) and
Dust in the Wind (1986) established
his international reputation as the
master of Taiwanese cinema. Two of
his recent works, A City of Sadness
(1989) and The Puppet Master (1993),
portrayed the history of modern
Taiwan in an epic perspective, with
the former winning the Golden Lion at
the Venice Film Festival. His latest
work, Good Men, Good Women, pre-
miered at Cannes in 1995, and he is
now in production of his next film. Also
active as a producer.

others. Times have greatly changed since then: the survivors and the relatives of the victims have all become grey-haired elderly,
while others have not come back at all. The four in the directorial staff, who are mostly of the generation born in that age of
White Terror, interview nearly 30 witnesses in a persistent desire for historical truth. The heart-moving songs and the vivid testi-

monies are a true hymn to the indomitable spirit of struggle from 50 years before.

mm—————
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® Juror’s Statement

I wonder if the chance to again think about, experience, and understand the
unique historical culture of the Yamagata region and the characteristics and dispo-
sition of the people who live there is not for me the gift of a new key. I hope to
meet the filmmakers and their works from all over the world and experience
through the films the reality of life.

Most of the films just after cinema was born must have been documentaries.
Our predecessors who took hold of cameras and film photographed reality as it
was out of the irrepressible desire to see moving images. This transformed into
dramatic films that created a fictional world, unveiling today’s proliferation of films
of all genres.

The history of cinema, however, was a series of rises and falls. Since the moving
pictures sensitively reflected the times, they were also occasionally used for political
purposes. People who lived without conforming to the age lost the space to create
and those who became collaborators after much deliberation ended up pulling the
lead line of political propaganda.

Creation must be free. I never want to lose the spiritual strength that can cope
with all kinds of restrictions. This I would like to learn and confirm at the
Yamagata International Documentary Film Festival.

o EEBMES Juror’s film
+=AD%FE The Thirteen Assassins
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Director: Kudo Eiichi Script: Ikegami Kanao Photography: Suzuki Jubei Editing: Miyamoto Shintaro

Art Director: Igawa Tokumichi Music: Ifukube Akira Narrator: Akutagwa Takayuki Cast: Kataoka Chiezo,
Arashi Kanjuro, Tsukigata Ryunosuke, Satomi Kotaro, Mizushima Michitaro, Uchida Ryohei, Nishimura Ko
Producers: Tamaki Junichiro, Amao Kanji

Japan / 1963 / Japanese / B&W / Original 35mm, shown on 16mm with English subtitles (Cinemascope) /
125 min
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e Kudo Eiichi

Born in Hokkaido, northern Japan, in
1929. Joined the Toei Studio in 1952.
After working as a production manag-
er and assistant director, Kudo made
his directorial debut with The Secret
Book of Mt. Fuji in 1959. Kudo's fims
have renovated the Japanese samurai
drama with their tough and realistic
touch. His The Thirteen Assassins
(1963) is a masterpiece of the genre.
its success was followed with equally
powerful works such as The Great
Sword Fight (1964) and The Eleven
Samurai (1966). With the Toei Studio
shifting its main production outlet to
yakuza films, Kudo has also provided
quite a few master works in this genre.
Has also worked in TV since the late
1960s. His most recent theatrical film
is The Passion in Red and Black
(1992).
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Thirteen samurai are given a secret order to assassinate a tyrant born of the warped Shogunate. Utilizing a luxurious cast of
new and old samurai film stars, Kudo's realistically cool and modernist direction starts from the main vein of period fim enter-
tainment—the fight to the death against immense evil—and deftly cuts through to the backroom struggle surrounding power
and to the battle of wits between friends and foes, accellerating towards the final fight to the death, where an entire post town is
turned into a battlefield as the thirteen take on an entire fiefdom. A revolutionary masterpiece of the period film that surpasses
even The Seven Samurai.
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® Juror’s Statement

I always love watching John Ford, one of my favorite Hollywood directors, being
interviewed. The interview never happens because John Ford is this grumpy man
who won’t cooperate. He keeps yelling, “Cut.”

Like my great hero, director Kurosawa, Ford can’t think much to say about cine-
ma, since he’s all images and emotion. Surely this is all film in any form, including
documentary, should be.

Clever, well-researched, truthful documentary films can move and change me as
much as any profound cinema, drama, or great novel or work of art.

Bravo to the documentary filmmakers of the world.

o BEEE/ESR Juvor’s film
‘DO  Night Cries: A Rural Tragedy
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Director, Script: Tracey Moffatt Photography: John Whitteron Editing: Phillipa Harvey Art Director: Stephen

Curtis Original Sounds: Debra Petrovitch Producer: Penny McDonald
Australia / 1989 / English / Color / 35mm / 19 min
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e Tracey Moffatt

Born in 1960 in Brisbane, Australia.
Studied film and visual art at
Queensland College of the Arts and
then joined the independent film
movement in Sydney in the early
1980s. Directed her first short Nice
Colored Girls in 1987, a controversial,
cinéma  verité-style portrait of
Aborigine women living in the cities.
Her fictional short Night Cries: A Rural
Tragedy (1989), about an Aboriginal
brought up by a white woman, was
highly acclaimed, her avant-garde nar-
rative being praised as “magic real-
ism.” Directed her first feature Bedevil
in 1993.
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Two women living in the center of the desert: an elderly white woman who cannot move about without the help of a wheel-

chair, and an Aboriginal woman entering middle age who looks after her. Even though the latter seems to be the old woman’s
adopted daughter, the relationship between the two is cold. Amidst the nightmarish desert saturated with human artifice, only
the train whistle that sounds every night suggests a way out. Is this utterly isolated space a metaphor for Australia, the former
colony? Within it, the tense emotions of the two women begin to come to a head.
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® Juror’s Statement

I lie in the garden, the sky is above me, the clouds are passing by slowly.

The universe is all blue—the swallows, now and then, reach an incredible height.
I watch them—and I think about documentary . . .

... As an aging anarchist of filmmaking, I still believe, as I did twenty years ago,
that documentary for me is the alpha and omega of filmmaking; it is, to a certain
extent, the philosophy of film. It demands incredible humility from the artist, a
respect towards facts, people, nature, and emotions, a certain permanent subordi-
nation and withdrawal. That is a kind of honesty where one does not measure,
where one equally follows his heart and mind and where one lets flow his personal-
ity and autonomy through others.

It is all about something I am incapable of.

I envy the good documentarists.

... I sit in my room with a photograph in my hand: a young man stands on
Tiananmen Square, and, as an eternal symbol of the fight for human liberty and
dignity, makes the tanks stop . . .

... I watch the picture and think about documentary . . .

o BEEBIESR Juror’s film
#4243 Satantango Satantango
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Director: Tarr Béla Original Story: Krasznahorkai Laszl6 Script: Krasznahorkai LaszI6, Tarr Béla
Photography: Medvigy Gabor Editing: Hranitzky Agnés Music: Vig Mihaly Cast: Vig Mihdly, Horvath Puty,
Derzsi Yanos

Production Company: Mafilm, M.|.T.Studio, Budapest; Von Vietinghoff Filmproduktion, Berlin; Vega Film,
Zurich

Hungary, Germany, Switzerland / 1993 / Hungarian / B&W / 35mm / 450 min
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A country town drenched by the long autumn rains. Under its dark and stagnant air,
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eTarr Béla

Born in southern Hungary in 1955.
Started amateur film making at the
age of 16 and won the Grand Prize at
the Mannheim Film Festival in 1977
with The Family Nest. Later joined the
Academy for Cinematographic Arts to
obtain the official classification as a
professional film director. Directed The
Qutsider (1979-1980) while attending
the Academy and The Prefab People
(1981)  after  graduation. Tarr,
acclaimed for his highly realistic touch,
using in most cases non-professional
actors, is also very ambitious in chal-
lenging new styles of cinema, shoot-
ing, for example, Macbeth entirely in a
single long take on video. The opening
of the Hungarian economy resulted in
a reduction of funding, but Tarr chose
to produce Damnation (1987) inde-
pendently and continues to create
films in independent and international
co-productions. His latest work
Satantango is 450 minutes long and
won the Caligari prize at the Berlin
International Film Festival in 1994.

a state of apathy settles over the men and women. In this town, which left alone would slowly rot away, an incident occurs
which suddenly turns one seemingly irresponsible young man into a leader. Capturing less a narrative than the atmosphere of
the soul, perhaps what these black and white images project, full as they are with such powers of concentration they make you
shudder, is a parable of the history of Hungary resigned to the dictatorship of the Turks, Austrians, the Soviet Union, and the

communist dictatorship.
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Carmen Miranda: Bananas Is My Business @Helena Solberg,/Brazil & USA
Choice and Destiny @Tsipi Reibenbach,/Israel
Crumb @Terry Zwigoff/USA
The Eternal Traveller @Hara Masato,/Japan
Father, Son and Holy War @Anand Patwardhan /India
Hoop Dreams @Steve James,/USA
The House on Arbat Street @Marina Goldovskaya,”Russia
Last Farewell USSR @Alexander Rodnyansky,/ Ukraine
Letter to Eros @Josko Petkovic/Australia
Memories and Dreams @Lynn-Maree Milburn,/Australia
Metal and Melancholy @Heddy Honigmann,/The Netherlands
Picture of Light @Peter Mettler/Canada & Switzerland
Relics—Einstein’s Brain @Kevin Hull /England

Screenplay: The Times—Three Decades with the Children of Golzow and the DEFA Documentary Film Studio
@Barbara Junge & Winfried Junge/ Germany

The Square @2Zhang Yuan & Duan Jinchuan,/China
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Carmen Miranda: Bananas Is My Business

N

Director, Script: Helena Solberg

Photography: Tomasz Magierski

Editing: David Meyer, Amanda Zinoman

Music: Leo Gandelman

Sound: Heron Alencar, Juana Sapire

Producer: David Meyer

Production Company / Source: International Cinema Inc.
200 West 90th Street, Suite 6H, New Ycrk, New York 10024 USA
Phone: 1-212-877-2972 / Fax: 1-212-877-3462

Brazil, USA / 1994 / English, Portuguese / Color / 35mm (1:1.66) /
92 min

As a Brazilian songstress making her way into Hollywood
and appearing in many musical films, Carmen Miranda creat-
ed the image of the vivacious, sexy “Latin American woman.”
Although she did not quite become a major presence in
Japan, even today she maintains a charismatic popularity as
a political symbol of the bridge between North and South
America. Helena Solberg, who from her childhood has been
drawn to Carmen Miranda, has here created Miranda’s biog-
raphy. Born in Portugal, reaching acclaim in Brazil, and in the
end losing touch with her own identity, the life of Carmen
Miranda is spotlighted in this film in which the director has
interwoven Miranda's actual fim clips, photographs, and
television footage, with interviews with people connected to
Miranda. Moreover, in order to pursue the real Miranda,
Solberg audaciously does not refrain from “artifice.” Although
there have been numerous documentaries made on the life
of Carmen Miranda, the prominence of this work is owed to
this directorial stance. One can also enjoy a glimpse of
Brazilian music and Carmen’s enchanting songs.

—Inada Takaki
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® Director’s Statement

Although I vividly remember the news of Carmen Miranda’s death, it was only
much later in life that I began to feel a great curiosity about her. The fact that I had
gone to live in the United States was partly responsible for this. I saw that Carmen
had become part of American pop culture in a distorted way, very different from
the way we perceived her in Brazil.

I wanted to find another way of telling her story. One day I heard a song by
Ruben Blades called “The Miranda Syndrome.” The refrain goes, “Carmen
Miranda, won’t you come home?” The song tells how the image of a clown was
created to fool everybody. All of a sudden I felt it was vital to somehow bring
Carmen back home. Carmen’s story has many elements of the classic story of the
rise and fall of a star. Some aspects of her career are almost like a fairy tale, a fact
that makes the final act more painful and difficult to take. The background
(Hollywood) and the political intrigues of the time (World War II and the Good
Neighbor Policy) heighten the tension and drama of this cautionary tale.

One big difficulty was the archival research: it seems as though candid images of
a Carmen unaware of the camera just don’t exist—hence our impression that she is
always behind a “mask.” We decided to try to use the “fake” to our advantage. But
the use of actors to re-enact some moments of Carmen’s career had to be done
very carefully in order not to undermine the veracity of the material. The idea of
the fake is at the root of the image created of Carmen in Hollywood. An image that
began as real was transformed into something else, an image that was uncomfort-
able for us Brazilians. Therefore, we rejected Carmen for quite some time. Our
reconciliation with her is in a way a reconciliation with ourselves.
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e Helena Solberg

Born and raised in Brazil, where she
directed and produced many short
dramatic and documentary films. Has
been living and working in the United
States for many years, where she has
concentrated most of her fims on
issues involved in the relationship
between the U.S. and Latin America.
She has examined social and political
realities and women’s issues in her
films The Emerging Woman (1974),
The Double Day (1975), and
Simplemente Jenny (1977). In 1981,
produced and directed From The
Ashes . . . Nicaragua Today about the
Nicaraguan revolution and reconstruc-
tion, seen through the lives of a peas-
ant family. Since then, has produced
and directed several other films,
including The Brazilian Connection
(1982), Chile: By Reason or By Force
(1983), and Home of the Brave (1986).
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Director, Script: Tsipi Reibenbach

Photography: David Gurfinkel, Avi Koren

Editing: Ziva Postek

Sound: Dany Natovitz, Dany Shitrit

Producer: Tsipi Reibenbach

Production Company / Source: Tsipi Productions Ltd.
4/40 Eliahu Hakim Street 69120 Tel Aviv ISRAEL

Phone: 972-3-6428073 / Fax: 972-3-6415115

Israel / 1993 / Yiddish / Color / 16mm /118 min

The director of this film, Tsipi Riebenbach, and her parents
presently live in Israel. Her 80 year-old father and her 72
year-old mother are survivors of the Holocaust during World
War Two who emigrated to this newly founded nation after
the end of the war. Half a century of time has run by since
then and as the number of Holocaust survivors dwindles, the
memory of the event has begun to flow into oblivion. The
director, in order to more deeply understand her parents
who keep the incident shut up inside them, boldly turns her
camera on the two and tries to ask the people who gave
birth to her about their experiences.

Filming took place in the spaces of ordinary life: her
parent’s house, a nearby park, the market. Amidst casual
everyday behavior like preparing food and sitting around the
table, first the father and then gradually the mother begin to
talk about their experiences. In images capturing even the
character of this couple molded over years of life together,
the film powerfully conveys the suffering, perseverance, and
triumph of humanity.

—Watabe Minoru
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® Divector’s Statement

I want to present Yitshak, 80 years old, and his wife Fruma, 72 years old. They
are my parents. They are Holocaust survivors. They live in Israel. Wanting to
understand them, I travelled to the places where they were born and denied their
freedom. They did not wish to accompany me.

Looking for a way to express them in film, I knew that for the last fifty years,
hundreds of films have already been made about their generation. I didn’t want to
make just another one. I knew I must look for something different. I understood
that if there is any chance of understanding or feeling anything, I have to look with-
in the people who are still alive. What happened during the Holocaust remained
only in the mind of the survivors. We have to listen to them.

There is the memory. The memory of a generation that is dying out and with it
goes a whole culture and all the first hand testimonies.

I went back to my parents’ kitchen, lounge room, bedroom and filmed the ritual
of their present life. The small gestures of the daily routine of a retired couple.
There I read, precisely and gracefully, the traces of a history which, even in the
folds of silence, refuses to let itself be forgotten.
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e Tsipi Reibenbach

Born in Poland in 1947, and immigrat-
ed with her parents to Israel in 1950.
After earning a B.Sc. in Mathematics
and Physics at Tel Aviv University,
started teaching in high school. In
1975, after losing her husband in the
Yom Kippur War, she went back to
the university as a Cinema Studies
major. During her studies, she made
two short fiction films: The Garden
(1976) and Hangers (1978). After
completing her studies in 1980, she
quit teaching and started the produc-
tion of the fim Widow Plus (1981).
She devcted five years to the produc-
tion of her fourth film, Choice and
Destiny.
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A film presented by David Lynch

Director: Terry Zwigoff

Photography: Maryse Alberti

Editing: Victor Livingston

Music: David Boeddinghaus

Sound: Scott Breindel

Producers: Lynn O'Donnell, Terry Zwigoff

Production Company: Superior Pictures

290 Mullen Avenue, San Francisco, CA 94110 USA

Phone: 1-415-647-5278 / Fax: 1-415-647-3812

Source: Films Transit International Inc.

402 East, Notre-Dame, Montreal, Quebec H2Y1C8 CANADA
Phone: 1-514-844-3358 / Fax: 1-514-844-7298

USA /1994 / English / Color / 35mm (1:1.66) / 119 min

Robert Crumb, hero of the 1960s counter culture, is
known in Japan as the creator of “Fritz the Cat,” as well as
the famous jacket illustration for the legendary Janis Joplin’s
famous album “Cheap Thrills” (under, in fact, the name “Big
Brother and the Holding Company”). As an underground
comic artist, Crumb made free use of sexual expressions,
obscenities, and discriminatory words to reveal and poke fun
at America’s morals and the deceptiveness of common
sense. A friend of Crumb’s, director Terry Zwigoff, with David
Lynch’s support, forces his way through to the real image of
Crumb. This film makes clear Crumb’s “insanity-riddled” rela-
tionships with his two brothers and his mother, and exposes
his refracted intellect. The half of Crumb’s life colored by
mental complexes and obsessions is the “shadow history”
flowing at the base of American society. A seductive, dan-
gerous, and powerful biographical documentary.

—Inada Takaki
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® Divector’s Statement

When I started to film Crumb in 1985 (it was to take nine years to finish!), I was
intending to make a biographical portrait of Robert Crumb, whom I considered to
be one of the great artists of our time. But as the filming went on, I discovered a
larger story, a more important story. What made Crumb interesting to me was ulti-
mately what made Milos Forman’s Amadeus interesting—a dramatic story that was
not about the music (or art, in Robert Crumb’s case) or the career, but the rela-
tionships and the particular story they told about the artistic experience. While
Amadeus had this great rivalry between Salieri and Mozart, I had Charles and
Robert and Maxon. Following these relationships was the interesting story to me—
how one brother succeeded and the other two didn’t, yet how all had this great tal-
ent. And how not fitting in (or being different) can have great risks and rewards in
both your life and your art.
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e Terry Zwigoff

Known for his documentary fims,
Louie Bluie (1985), a portrait of the
obscure and eccentric blues musician
and artist, Howard Armstrong, and A
Family Named Moe, on the history of
Hawaiian music. He has known
Robert Crumb for over twenty-five
years, published several of his comics
in the 1870s and played in Crumb's
band, “The Cheap Suit Serenaders.”
He and Crumb have finished a feature
screenplay, The New Girl Friend,
which they hope to realize at a later
time. Currently working on a docu-
mentary with Woody Allen.
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Director, Script: Hara Masato

Photography: Hara Masato, Hara Maruju

Editing: Hara Masato

Music: Hara Masato, Hara Maruju

Sound Assistants: Matsumoto Osamu, Urata Kazuharu
Narrator: Hara Masato

Producer: Hara Masato

Production Company: Visual Opus

Shunju-so #1083, 4-7-23 Higashi Nakano, Nakano-ku, Tokyo 164 JAPAN
Phone: 81-3-3227-0425 / Fax: 81-3-3367-2335

Japan / 1995 / Japanese / Color / 16mm / 219 min

The director’s film diary of his journey following Matsuo
Basho’s Narrow Road to the Deep North. Even the title was
taken from a Basho poem: “Time is an eternal traveller, year
after year as a wayfarer.” In this film, the Narrow Road to the
Deep North from 300 years ago, and the modern day pursuit
of this experience—the concept of a “cosmic time” held by
Basho and the present time we are living in—are layered one
on top of the other as the journey of Basho and his pupil
turns into a trek full of conversations between the director
and his son. This modern theme of father-son dialog is fur-
ther overlaid by the use of two media: 8mm film and video.
The use of video and its conversion to 16mm film is one
means of expression employed by the director. This experi-
ment, along with the haiku sung by the director and the
voice of the recitation itself, carve out a unique time and
space in the world of this work. Labeled an “I-fim” by the
director himself, The Eternal Traveller begins by approaching
the everyday life of the individual and gradually takes on a
universal significance. In so doing, the reality of this personal
film has become an interesting experiment in upsetting the
boundaries of the documentary film genre.

—NMurayama Kyoichiro
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® Director’s Statement

I am delighted that The Eternal Traveller will be screened at this year’s Yamagata
Film Festival on the occasion of the hundredth anniversary of cinema.

Although The Eternal Traveller possesses a style significantly different from that
of previous cinema, seeing that I as the filmmaker am merely running the camera
like a novelist uses a pen to write, people will probably come to believe that this is a
very ordinary film. A work built on the very flat, base level of cinema as media.

Furthermore, although The Eternal Traveller is for me my third “I-film”—in the
sense that it was made by running the camera as an everyday affair using my own
life as a subject—in contrast to the previous films, I mainly used a video camera
because I wanted to make my conversations with my son the basis of the film.
While cinema has come to represent 20th century culture under the guidance of
the commodity economics of 19th century side show fairs, I have realized that film
has finally attained the ordinary horizon of media through compact, high image-
quality video.

It took cinema one hundred years to reach The Eternal Traveller.
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e Hara Masato

Born in 1950. 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. He wrote the script
for Oshima Nagisa's The Man Who
Left His Will on Film in 1970. In 1973,
after three years of work, he complet-
ed The First Emperor, which received
high praise from its young audience. In
the late 1970s, he began writing and
directing videos, educational works,
and PR fims. His major works in the
eighties were documentary produc-
tions for television, as well as experi-
ments in other media fields, especially
laserdisc and animation. He initiates
live performances at theaters when his
flms are screened. The new multi-
screen version of The First Emperor
and the uncompleted video version of
The Eternal Traveller were both
screened in the Yamagata Inter-
national Documentary Film Festival
'93.
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Director, Photography, Editing: Anand Patwardhan

Music: Nav Nirman, Vinay Mahajan

Sound: Pervez Merwaniji, Narinder Singh, Paromita Vohra,
Simantini Dhuru

Narrator: Anand Patwardhan

Producer: Anand Patwardhan

27 Lokmanya Tilak Colony Marg No. 2, Dadar, Bombay 400014 INDIA
Phone: 91-22-4143782 / Fax: 91-22-4142946

India / 1994 / Hindi, English / Color / 16mm / 120 min

This film is a document examining the explosive violence
wielded by religion in India, especially by Hindu and Muslim
believers. Director Anand Patwardhan first sensed the dan-
ger of fascism when he heard about the incident in 1984
where over 3000 Sikhs, who critically combine elements of
Hinduism and Islam, were massacred on the strests of Delhi
after the assassination of Indira Gandhi.

The cause for this problem lay in the conventionalization of
religion. In order to maintain their masculinity, Hindu and
Muslim men have exercised unlimited violence, and as a
result, their male chauvinism has led all the way to large-
scale massacres.

Made over a seven-year time span, this film is composed
of two parts, the first documenting solidarity between the
classes as a measure against religious violence, and the sec-
ond, the role of people promoting fundamentalism and the
issue of castes. Patwardhan, who has tackled religious prob-
lems for some time, approaches these issues on a grand
scale that spans a period of 5000 years.

— Watabe Minoru
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® Divector’s Statement

In 1984 after Indira Gandhi’s assassination, when over 3000 Sikhs were massa-
cred in the streets of Delhi, I realized that the greatest danger facing India was the
growth of a religious intolerance that could easily become fascism.

I knew my films would have to speak simply and directly and yet avoid the cliché
of patriotic unity as espoused by the government media. Also, merely describing
the horror and tragedy of communal violence would be too depressing, so we
focused on moments of resistance: on women and men who retained their humani-
ty in the face of mindless cruelty.

The film became complex and was subdivided. The first film highlighted class
solidarity as an antidote to religious strife in Punjab; the second, the role of “lower”
caste Hindus and liberation theologists who fought the rise of fundamentalism in
Ayodhya. The last film, Father, Son and Holy War, has become the least linear of
them all. It looks at the connection between machismo and fundamentalism with a
shooting span of seven years and a conceptual span of over 5000 years. Can
notions of “manhood” be reversed? Was there a time on this planet before patriar-
chal violence became the norm? It is empowering to conceive of such a possibility
in any case.
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e Anand Patwardhan

Born in 1950. Earned a Bachelor’'s
degree in Sociology and a Master’'s
degree in Communications. Has made
several socio-political documentaries
over the last 20 vyears, including
Bombay Our City (1985) on the daily
battle for survival of Bombay's home-
less, and In the Name of God (1992,
shown at YIDFF '93) on the rise of
Hindu fundamentalism in India. Father,
Son and Holy War is his third film on
the subject of religious intolerance.
Other films include: Prisoners of
Conscience (1978), A Time to Rise
(1981), and In Memory of Friends
(1990).
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A film by Steve James, Frederick Marx, and Peter Gilbert
Director: Steve James

Photography: Peter Gilbert

Editing: Frederick Marx, Steve James, Bill Haugse
Music: Ben Sidran

Sound: Adam Singer, Tom Yore

Narrator: Steve James

Producers: Steve James, Frederick Marx, Peter Gilbert
Production Company / Source: Kartemquin Films

1901 West Wellington, Chicago, IL 60657 USA

Phone: 1-312-472-4366 / Fax: 1-312-472-3348

USA /1994 / English / Color / 35mm (1:1.85) / 169 min

The sports documentary, which, in a reverse, gained fame
by not being nominated for America’s Academy Award in
1995, and succeeded at the box office in the U.S. The
dream of many urban African-American children is to enter
college on their basketball ability and make it to the NBA.
Once driven by this dream himself, director Steve James
focuses on the high school and college life of two basketball
players, William Gates and Arthur Agee, carving into relief the
figure of two young men who, facing the reality that they can
only enter college through sports, bet on their dreams and
refuse to give in to injury and family problems. Originally
planned as a 30 minute short film, Hoop Dreams was com-
pleted eight years later as a 169 minute, full-length film. This
film inevitably depicts racial problems and the callousness of
the sports business, but what has gained this work great
support is most likely its pursuit of a traditional Hollywood
theme of “reaching your dreams through sports.” A definite
catharsis comes to a boil at the end.

—Inada Takaki
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® Director’s Statement

Hoop Dreams began as a
short film: it was to be 30 min-
utes long and completed in
eight months. Eight years later
we actually completed the
film, now nearly three hours
long. I grew up playing basket-
ball and dreaming of NBA
glory, as did co-filmmakers
Peter Gilbert and Frederick
Marx. So the original concep-
tion was to focus more nar-
rowly on “the dream” and the
complex relationship between
the game and inner-city black
kids.

But what turned Hoop
Dreams into an epic was our
being drawn into the intimate
lives of Arthur and William’s
families beyond the court.
Through 160 shooting days,
Hoop Dreams became more
and more a film about growing
up, race, and the struggles and
triumphs of families amidst the
hard realities of inner-city life.
It became as much about the
burden of pursuing the
American Dream, as about the
glory of basketball dreams.
The film demonstrates, I
think, both the profound
drama of real life, and that
given time, people can redeem
themselves from their mistakes
and failures.
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e Steve James

As a freelance director and producer,
has made numerous fims and videos,
including a 1991 documentary Grass-
roots Chicago on the crucial role that
community  organizations play in
Chicago as they fight for social
change, and Stop Substance Abuse
(1986), which features such profes-
sional athletes as Michael Jordan and
Walter Payton. Hoop Dreams is the
first feature-length film he has direct-
ed. Higher Goals, the half-hour educa-
tional companion piece to Hoop
Dreams, was nominated for a national
Emmy award. Received a B.S. in
Communication Arts and a M.F.A. in
Film Production. He played basketball
for one year as an undergraduate.
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The House on Arbat Street
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Director: Marina Goldovskaya

Script: Marina Goldovskaya, Marina Zvereva
Photography: Marina Goldovskaya

Editing: Tatiana Samoilova

Music: Marina Kroutoiarskaia

Sound: Alexandre Khasine

Narrator: Marina Goldovskaya

Producers: Ruben Korenfeld, Georg Herzfeld
Production Companies: Les Film d'Ici, GOLDFILMS
Source: GOLDFILMS

9015 Eton Avenue, #A, Canoga Park, CA 91304 USA
Phone: 1-818-882-1101 / Fax: 1-818-882-1141

Russia / 1993 / Russian, English / Color / 16mm / 59 min

There is a small place in Russia called Arbat Street, where
in 1900 a graceful, old-style apartment building was built.
Since it was constructed in the period before the Revolution,
the residents were initally the well-to-do. After the
Revolution, however, when the building was turned into a
collective domicile for people of various classes, the original
residents were forced into collective living. Amidst an atmos-
phere reminiscent of an episode from Doctor Zhivago (1965),
the film cooks up a mass picture of that building’s humanity
and its surroundings by means of historical films and the
memories of residents—some over 90 years old—who lived
through the socialist system.

As if telling a fairy tale, director Marina Goldovskaya, who
was a juror at this film festival in 1989, sketches with nostal-
gia and melancholy a portrait of the witnesses to history who
lived in the house on Arbat Street

— Watabe Minoru
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® Director’s Statement

This film is a story of the people who lived in the House With Knights, and at
the same time it is the story of Russia in the 20th century. Built in the early 1900s,
this grand apartment building on Arbat Street was at first the residence of rich and
privileged families. Then, after the revolution of 1917, it was turned into a collec-
tive housing unit. People from all backgrounds were brought in and told, “From
now on you will have to cram in together.” Through historical footage and the
reminiscences of former residents, some now 99 years old, the incredible story of
the House With Knights comes alive. One resident describes how “every day you
could hear doors banging: They had come to arrest someone.” Another muses,
“Today I am sure of nothing. There was so much hypocrisy and lying that every-
thing I thought to be so good was perhaps no more than an illusion. The only truly
real thing was the people.” For me the House With Knights is a metaphor of

Russia—for 70 years all of Russia was like this building—a strange family indeed.
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e Marina Goldovskaya

Born in Moscow, graduated from the
camera faculty of the Russian State
Film Institute (VGIK). She has been
working as a cinematographer, direc-
tor, producer, scriptwriter and editor in
film and television and has made and
produced more than 50 fims, which
have received no less than 30 awards
at Russian national and international
film festivals. She has doctorates in
Art and in Film Science and now
teaches at UCLA in California and at
Moscow State University in Russia.
Her films include: Arkhangelsky Mujik
(1986), Solovky Power (1988), A Taste
of Freedom (1990), The Shattered
Mirror (1992), and Lucky to be Born in
Russia (1994). Served as an interna-
tional juror at YIDFF '89.
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Last Farewell USSR

Proschay SSSR, Film 2
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Director: Alexander Rodnyansky
Script: Alexander Rodnyansky, Alexey Zotikov
Photography: Igor lvanov, Vladimir Gujevski, Alexander Teslja
Editing: Eleonora Dudikova
Music: Jurij Schwetschuk

Sound: Israel Mojzhes

Producer: Alexander Rodnyansky

Production Company: Contact-Studio

Saksaganskogo Str. 6, 252033 Kiev UKRAINE

Phone & Fax: 7-44-220-91-30

Source: Innova Film GmbH

Friedrich-Ebert Str. 31-33, 40210 Diisseldorf GERMANY

Phone: 49-221-175-102 / Fax: 49-221-175-12-22

Ukraine / 1994 / Russian / Color / 35mm (1:1.33) / 60 min

December 1991, five and a half years after perestroika and
four months after the dissolution of the Communist Party, the
Soviet Union was dismantled. As a result, the Soviet military
stationed in East Germany was disbanded and withdrawn.
Will the soldiers be returning to their various hometowns in
the CIS or heading off to new wars? The film begins with this
guestion, and searches for the answer by following the histo-
ry of the Soviet Union from its birth to its dissolution. This
story is spun around the questioning voice of the director,
interpersing newsreels and interviews with such images as
an elderly man who participated in the First World War, an
old woman who survived a village massacre by the German
military in the Second World War, a woman whose father
received the death sentence for the charge of slaughtering
Jews, and a family who sought refuge after the Chernobyl
disaster. Scenes from the 1929 film Fragment of an Empire
are interspersed throughout, seemingly symbolizing both the
theme of this film and the period after dissolution of the
Soviet Union. Last Farewell USSR is a frank examination of a
present interwoven with hope and despair. This is the seque
to the 1992 film Farewell USSR.
—Murayama Kyoichiro
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® Director’s Statement

The Soviet Union has ceased to exist—beginning on December 25, 1991.

Until recently, I still doubted the final decay of this country. I thought that the
unifying powers of the “joint culture area” were stronger than any political realities.

At the beginning of my work on Last Farewell USSR, 1 wondered whether the
Russian soldiers who were to leave Germany in 1994 would make their way home
after the war or go on to a new war. I never imagined that searching for an answer
would lead me back to World War II, which ended 50 years ago but is still raging
in our memories and our wounded souls; back to an old film by Friedrich Ermler,
Fragment of an Empire (“Das Bruchstiick des Kaiserreichs™), which is still of topi-
cal interest to me and many of my friends.

Only today, I am realizing how many illusions got lost during the time of pere-
stroika. But should that mean that everything was “in vain?”

The country does not exist any more. Safety, values, convictions, and illusions
are gone. Last Farewell USSR is a film dealing with the disappointment following
the great hopes raised during perestroika, as well as a film about expectations and
visions for the future.

So, “Good-bye USSR” for the second and last time.
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e Alexander Rodnyansky

Born in 1961 and graduated from the
department of Film and Television of
the State Academy of Fine Arts in
Kiev. Has directed and produced
more than 20 films, including Tired
Cities (1988) on the ecological disaster
in major Soviet cities; Meeting with
Father (1990), a story of a woman
who sees her soon to be executed
father for the last time; Mission of
Raoul Wallenberg (1990), an investiga-
tion about the mysterious fate of the
famous Swedish diplomat; and
Farewell USSR (1992), a personal
search for national and social identity.

31




IOXANDFLR

Letter to Eros

ERE-HIA B -RE: Y3 R0 -AbITauF
B ANA T+ —7

$#E: YaXa-~RbITa v F

Fl—g—: YR -RbAT1 9F. LRY—N—13=}
F: a3 -~xb2TvTF

BlESit: P71 ILLX

Bt YaX3-RbITrvF

F—Z ST /1995/K5E/ HF—. £/ 7 0O/16mm/56 %

BNEBICTEN AL EEDTIES ERP AT
ZATWL, Hhh, Thh, Eo T B . ZORIERLER
TWBEEZTREEMCATOINATWE DL S 72, BEEHIEES
{hdE. £B3THIBDLENE S LK FHRADA X =D FAABD
BOFiW- IEWTRYETS5Nh5, SvTBRIIES T 1) &0
SFFDMBE LY v TF > s A K/OTEWIFROMED
APYOLIL - HAL X Yo TI—DERT) —BENEE, F
=&/ EB LD 12— AME, HEIIC & 2BHESICE
LEEHE-b5 2B L -BADERERR 7 1 VLOKF., 1—3X
S TOEENFEE DT TSN DERIE- &, D
EOBMEIANRTIC, BUFEFHEFREFATLELY SEE
ERBRDIBFRIGERER L TV, ZOFEKD LS ICIRLEFL S
BEZORINDEFTEZDLDIE, bhbhPBIANTULSR
Z NER UHEESEEL. DE VMR LB DIBEIC & o THRAR
PHELLEY BRI ETELBNESETLE>hbhbhd
BEZOLDEZ S D, 7, Y3XT-~xbaAEYFO [I0
ZADFER] A FABICIBRICHT 2IERAHBICIEBES S
W RROY 1w FI3, BMEEMYE BEEE ) XLIHAICHEA
EHhEBZEICE- T, BHRERIE-TVD, KRELTHR
HH L HRICIFE T 2t R E & BT 3 RIEEMIC DL T DXL
BETAINLDBIES>TVWBENSE, ZULTHEROZIODEEL LR
HSRE) EFMEREEY) DIEFABEBE T L TIEE AU,

(7—O>+yxO—)

32

Director, Script, Photography, Editing: Josko Petkovic
Music: Skywalk

Sound: Josko Petkovic

Narrator: Josko Petkovic, Lezly Herbert

Producer: Josko Petkovic

Production Company: JP Films

44 Hope Street, White Gum Valley, Perth, Western Australia 6162 AUSTRALIA

Phone: 61-9-335-3850, 360-2548

Source: Josko Petkovic

School of Humanities, Murdoch University, Perth, Western Australia

6150 AUSTRALIA

Phone: 61-9-360-2548, 360-2407 / Fax: 61-9-310-6285

Australia / 1995 / English / Color, B&W / 16mm / 56 min

White words flash across a black screen at a hypnotic
pace. Either. Or. Life. Death. East. West. In their wake, dis-
junctive images with seemingly no logical connection envelop
our eyes—the Jaranan trance dance of Kediri and the Reyog
trance dance of Ponorogo in East Java, Charcot’s pho-
tographs of the insane, newsreels of Tito and Sukarno,
Japanese medical footage of shell shock victims, the last
images taken by a Yugoslav fim student before being killed
by artillery fire. All this as a narrator reads a letter exploring
the boundary between words and silence. This bewildering
flux of sights and sounds first reminds us of our postmodern
delirium, the colossal breakdown of boundaries and binary
opposites produced by an overflowing of images and signs.
But Josko Petkovic's Letter to Eros is not merely a theoreti-
cal lecture about our present condition: deftly layering image
upon image, sound upon sound, Petkovic rhythmically writes
in flm about the possibilities enchantment holds for tran-
scending divisions in a still violent world, entrancing us
through a cinematic language weaved from words and
silence.
—A. A. Gerow
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® Divector’s Statement

Letier to Eros takes up the difficult task of theorizing in film. Its point of depar-
ture is the work of writers who define for us the nature of the postmodern. At
another level, the film is my personal attempt to understand the horror presently
unfolding in the former Yugoslavia and many other places throughout the world.

Theorizing in film is normally difficult because the film’s message is constrained
by the conventional linear narrative as much as by the relentless drive of the film
projector. T'o overcome this limitation, Letzer to Eros experiments with a non-linear
narrative form made up of a number of simultaneous narratives.

One finds a similar approach in postmodern theory which also deals with multi-
ple and contradictory viewpoints conflated together. Such an arrangement is also
apparent in certain practices of enchantment that come to us from the deep past.
Letter 1o Eros sets out to explore whether these practices of enchantment from the
deep past can inform us about the nature of the problem we are facing today.
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e Josko Petkovic

Studied at Swinburne Film School in
Melbourne, and has been writing,
directing, producing, filming, and edit-
ing his own films since 1976. His
major works include: Subjective/
Objective (1977), A Look At Trails
(1980), Journey of Anticipation (1982),
Frame on Dreaming (1984), and
Animal Locomotion: Muybridge
(1989). Now teaches screen produc-
tion at Murdoch University.
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Memories and Dreams

Director, Animator: Lynn-Maree Milburn

Script: Lynn-Maree Milburn, Julie Stone

Photography: Andrew de Groot

Editing: Lynn-Maree Milburn

Music: Paul Shutze, Eddy Zlaty

Sound: Peter Clancy, Paul Pirola

Producer: Julie Stone

Production Company: Milburn Stone Productions

74 Chaucer Street, St. Kilda, Victoria 3181 AUSTRALIA

Phone: 61-3-534-0188 / 525-4666 / Fax: 61-3-532-9622
Source: Magic Boot Entertainment

No 4/73 New Beach Road, Darling Point, Sydney, N.S.W. AUSTRALIA
Phone: 61-2-327-7069 / Fax: 61-2-362-4396

Australia / 1993 / English / Color / 35mm (1:1.66) / 58 min

Those who have spent their long lives in an age of
upheaval, the twentieth century, have rich stories of being
forced to experience world events. Memories and Dreams is
one of these stories which paints the events in the life of a
Johanna Kimla Ocenaskova, born in Prague in the early
1920s, including her carefree life as a young girl, her activi-
ties as a journalist, the Nazi occupation of Prague, her intern-
ment in and escape from a concentration camp, employ-
ment in the Barrandorf studio using a forged identification
card, escape with her young son from postwar Communist
Party domination, and her immigration to Australia. Except
for newsreels and recent interviews with Johanna, most of
these scenes have been recreated. Life’s recollections, how-
ever, are only recorded in memories. Here the film skillfully
creates a floating impression of these memories. This was
done by printing as still photos frames shot trough low-
speed photography, and then re-photographing them ani-
mation style, adding matte and coloring effects. Although
teling a recreated story, Memories and Dreams can be
viewed as an interesting experimental documentary on
memory.

—Murayama Kyoichiro
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® Divector’s Statement

Within each of us there is a story, and that story is the testament to the sacred
journey we make from birth to death. What can be learned from people contem-
plating their own history in the twilight years of their lives? From the multitude of
experiences, order and clarity begin to emerge. What is the process of distillation?
How and why does the memory of one’s life reflect the truths of the heart?

We enter into that journey through the remarkable woman Johanna Kimla
Ocenaskova, and explore the poetic resonance with which she perceived her life.
Amidst the storms and shadows of war and occupation, the individual spirit tri-
umphs, and what was a struggle for survival becomes a paean to liberation and
freedom. We learn through Johanna the extraordinary strength and potency of
individual identity. We glimpse the intense and often spiritual nature of the dia-
logue between that individual and the world in which they live. Through the expe-
rience of Johanna we see a belief in connections. With those connections she
weaves a brilliant tapestry as with an invisible thread. And with that thread she
connects to the truth of her life.
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e Lynn-Maree Milburn

After graduating with a major in paint-
ing and photography from Mel-
bourne’s Chisholm Institute of Tech-
nology in 1982, began an illustrious
career in many aspects of filmmaking,
such as wardrobe design for feature
flms, and camera operation and ani-
mation for music videos. She worked
as a camera operator for U2's concert
film, Lovetown, as well as for the
Nicaraguan Sandinista Government’s
election campaign video in 1990. She
met Johanna, the subject of Memories
and Dreams, while working on a video
in which Johanna was playing one of
the characters.
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Director: Heddy Honigmann

Script: Heddy Honigmann, Peter Delpeut

Photography: Stef Tijdink

Editing: Jan Hendriks, Danniel Danniel

Sound: Piotr van Dijk

Producer: Suzanne van Voorst

Production Company: Ariel Film Holding BV

Prinsengracht 770, NL-1017 LE Amsterdam THE NETHERLANDS

Phone: 31-20-6388199 / Fax: 31-20-6380149

Source: Fortuna Films

Prinsengracht 770, NL-1017 LE Amsterdam THE NETHERLANDS

Phone: 31-20-6258871 / Fax: 31-20-6380149

Netherlands / 1993 / Spanish / Color / 16mm / 80 min

A unigue road movie which captures Peru’s capital city
Lima in the variegated stories of the city’s taxi drivers and in
the scenery seen from the passenger’s seat. The worsening
of economic conditions in Peru over the past 10 years has
forced people of all classes to seek additional income
through side businesses. The part-time taxi drivers appear-
ing in this documentary come from all walks of life and pro-
fessions—teachers, economists, actors, Secret Service
agents, and housewives. Born and raised in Lima, director
Heddy Honigmann has earnestly depicted the unscripted
stories of these taxi drivers. Perhaps it's the national charac-
ter of these taxi drivers, but the stories they tell while trying to
keep their broken down cars running are full of emotion,
passion, pain, and hope—the lessons of life. From the small
details of their stories, the true figure of Peru and a realistic
image of Latin America comes to life. In the end,
Honigmann's love and feelings for people emanate from the
screen, stirring a sense of pathos from her viewers, an effect
wholly due to the humanity and optimistic perspective of the
director.

—Inada Takaki
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® Divector’s Statement

After I had done research for one month and talked to about 120 taxi drivers, I
knew what sort of film I wanted to make: a film which could be experienced as one
continuous taxi ride, with a great variety of different Peruvians behind the wheel
and a single supporting role in the background: the city of Lima. And the regular
customer in all of those taxis would be me. I wanted to have conversations with
these people instead of interviews. And I would be looking for their soul and for
the ingredients of the art of survival.
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e Heddy Honigmann

Born in 1951 in Lima, Peru, where she
spent her first 23 years. Studied biolo-
gy and literature in Lima, film in ltaly,
and became a Dutch citizen in 1978.
Her major works include: The Israel of
the Beduins (1979, co-directed with
C. Carlotto), The Front Door (1985),
Mind-shadows (1986-87), Your Opin-
ion Please (1988-89), and Four Times
My Heart (1990). Aimost 20 vyears
after her departure, she went back to
Lima to make a loving portrait of her
former hometown people.
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Director, Script, Photography: Peter Mettler

Editing: Peter Mettler, Mike Munn

Music: Jim O’'Rourke

Sound: Leon Johnson, Alexandra Gill, Peter Braker, Peter Mettler
Narrator: Peter Mettler

Producers: Peter Mettler, Andreas Ziist, Alexandra Gill
Production Company / Source: Grimthorpe Film Inc.

91 Brunswick Avenue, Toronto, Ontario M5S 2L8 CANADA

Phone: 1-416-923-4206 / Fax: 1-416-923-4043

Source: Jane Balfour Films

Burghley House, 35 Fortess Road, Loncon NW5 1AD ENGLAND
Phone: 44-71-267-5392 / Fax: 44-71-267-4241

Canada, Switzerland / 1994 / English / Color / 35mm (1:1.66) /
83 min

The title of Picture of Light itself poses a fundamental
dilemma: how do you photograph light, that which is not the
object of photography but its invisible medium? The desire to
capture on fim an elusive Nature—here, the Northern
Lights—serves as both the impetus for Peter Mettler and his
crew to brave the wild, frigid north of Canada, as well as the
center of this rather philosophical film'’s introspection on the
essence of the image in a technological age. Using highly
advanced time-lapse photography, Mettler celebrates cine-
ma by producing some of the most stunning and hypnotic
images of Nature found in documentary—all the while ques-
tioning both our desire for images and film’s ability to truly
communicate the harsh mysteries of Nature. As it over-
whelms us with images never before seen of film, Picture of
Light makes us ponder what we are losing in the process.

—A. A. Gerow
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® Divector’s Statement

The Old Inuit said that most of all he liked to hunt. Perhaps we are modern day
hunters. Having no need to capture our nourishment, we seek out other things.
Once again I struggle with the impulse to get my camera . . . but to simply watch
instead . . .

Soon we’ll be standing in a virtual world—one that we have created with wires
and pulses. It will entertain us. It will keep us busy.

We’ve come to the arctic to capture a picture of light—lured by the miracle of
Nature. Living in a time where things do not seem to exist if they are not captured
as an image.

But if you close your eyes you may see the lights of your own retina. Not unlike
the Northern Lights—not unlike the movements of thought. Like a shapeless accu-
mulation of everything we will ever see.

A film that takes the audience to a distant land—to look and see, offering food
for ideas, interpretation, and experience. A reflection on the state of things, using
technology to capture one of Nature’s greatest wonders.
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e Peter Mettler

Born in 1958 in Toronto but also
spends much of his time in
Switzerland. Known in Canada, the
United States, and Europe as a cine-
matographer and a director of some
ten films, including two long experi-
mental works and two narrative fea-
ture fims. He has collaborated with
some of Canada's best known new
generation of fimmakers, such as
Atom Egoyan, Patricia Rozema, and
Bruce McDonald. His major works
include Scissere (1982), Eastern Ave-
nue (1985), The Top of His Head
(1989), and Tectonic Plates (1992).
Picture of Light is Mettler’s first film to
stem from the documentary tradition.
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Relics — Einstein’s Brain
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Director: Kevin Hull

Photography: Allan Palmer

Editing: James Hay

Sound: Merce Williams

Producer: Paul Gruebel Lee

Production Company: BBC Television

BBC Television Centre, Wood Lane, London W12 7RJ ENGLAND
Phone: 44-181-895-6565 / Fax: 44-181-895-6974

Source: BBC Worldwide

80 Wood Lane, London W12 OTT ENGLAND

Phone: 44-181-743-5588

England / 1994 / English / Color / 35mm (1:1.66) / 65 min

The story itself is almost too absurd to believe: a befud-
dled Japanese mathematics professor embarks on a journey
through the United States using his limited English to find the
brain of his dead hero, Dr. Albert Einstein, which is rumored
to still be in existence. “It can’t be true,” we tell ourselves.
“They must have faked it.” But the delightful brilliance of this
film, and its excellence as a documentary, lies in its ability to
make the unbelievable real—to reveal this as a reality that is
absurd, instead of just made to look that way. Kevin Hull
could have pulled out all the filmic stops to exaggerate and
emphasize the humor of the situation, but his direction is
instead remarkably subtle and low key, rarely interfering with
the events on screen. It reminds us of André Bazin's sug-
gestion that documentary and comedy share a respect for
spatial integrity; Professor Kenji Sugimoto, like Chaplin, must
be permitted to move freely in space if he is to entertain us
with his remarkable quest.

—A. A. Gerow
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® Director’s Statement

The film is called Einstein’s Brain. It was made for a special series of films called
“Relics”—four films consisting of two dramas and two documentaries about pock-
ets of religious feeling hidden in the flow of a secular century and their expression
through veneration of relics. The four films were shown on BBC Television over
the Christian holiday of Easter, on consecutive nights.

The series was commissioned by Arena, a groundbreaking and award-winning
series from the BBC which strides boldly into areas of culture and approaches to
documentary filmmaking that many other series fear to approach. Einstein’s Brain
is very much part of the Arena tradition, and the narrative documentary tradition,
that has always been part of British TV output.
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e Kevin Hull

Directed Data Invader (1988), A
Certain Lady (1989), My Father's
House (1990), Food for Thought
(1991), and Day of the Dead (1992),
prior to Einstein's Brain, all of which
were broadcast on BBC Television.

B
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Screen play: The Times— Three Decades with the Children of Golzow
and the DEFA Documentary Film Studio

Drehbuch: Die Zeiten— Drei Jahrzehnte mit den Kindern von Golzow und der DEFA
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Director, Script: Barbara and Winfried Junge

Photography: Hans-Eberhard Leupold, Harald Klix, with H. Dumke,
W. Labuszewski, H. Gerstmann, W. Randel, C. Lehmann, W. Dietzel,
W. Kohlert, R. Worell

Editing: Barbara Junge

Music: Gerhard Rosenfeld with Peter Gotthardt, Kurt Grottke
Sound: Hans-Jochen Huschenbett, Eberhard Schwarz,

Erhard Dormeyer, Peter Pflughaupt, Patric Stanislawski,

with K. Schmischke, H. Heinke, P. Sosna, H. Dinter, M. Zielinski,

R. Gohlke, U. Fengler, R. Helmecke

Sound Editing: Henner Golz

Narration: Winfried Junge

Producer: Klaus Volkenborn in co-production

with DOK-Film Babelsberg GmbH

Production Company / Source: JOURNAL-FILM Klaus Volkenborn KG
Potsdamer Str. 18, D-12205 Berlin GERMANY

Phone: 49-30-833-0151 / Fax: 49-30-833-6349

Germany / 1993 / German / Color, B&W / 35mm (1:1.33) / 284 min

This work was based on documentary films shot in the for-
mer East Germany starting in 1961, just after the Berlin Wall
was built out of the ideological oppositions between East
and West. At first, the film crew photographed one day in the
life of a grade school in the small town of Golzow. But some-
how, filming began to pursue the childrens’ growth and the
rolls of film multiplied. These films captured the important
events in their life, such as entering university, finding a job,
and getting married. The number of films grew to eleven,
with a total length of twenty hours, but the end is still not in
sight because in this work, the people who had been filmed
as children, now appear as adults recollecting their own his-
tory. Director Winfried Junge first took on this film when he
was 26 years old, but the period isince then has become a
major turning point in world history, with the building and
tearing down of the Wall and the reunification of Germany.
Depicting the growth of German children has itself become
the act of documenting the nation’s history. The faces of the
children captured in old black and white images are full of
discoveries. But what of the present and the future?

— Watabe Minoru
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® Director’s Statement

At the beginning there was a short observation of children on their first day at
school in the village of Golzow, near the Oder river and the border with Poland. It
developed into a life-long observation, comprising 11 films and almost 20 hours
running time, which has still not been concluded.

When I started in 1961, I was 26 years old. My clumsy debut coincided with a
historic period in German and world history. In Berlin, the Wall was built and the
tanks of both superpowers stood only a few meters opposite each other. We tried
to show how a young generation born behind this wall in the GDR was growing up
in peace and social security. Even if this first long-term project in film history sur-
vived the GDR, in the end the chronicler can’t be satisfied to have witnessed a
failed social experiment. The reasons for the failure are not to be sought only in the
mistakes made along the way.

But history will never end. The Children of Golzow are part of a world that can’t
and won’t stay as it is. Its problems are incomparably greater than those which
have arisen with the existence and fall of a second German state.

“Everything flows,” Heraclitus said. At the age of eleven our children learned
this at school for the first time. As adults they learned it by personal experience.
And have really understood it by now.

—Winfried Junge
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o Winfried Junge

Born in 1935 and studied German lit-
erature at Humbolt University in Berlin.
One of the first students of the GDR
College of Fim Art in Potsdam-
Babelsburg (founded in 1954). After
graduating in 1958, served as assis-
tant director for Karl Gass at DEFA.
Began in 1961, just as the Berlin Wall
was built, a long-term chronicle about
a class of school children growing up
in a vilage named Golzow. From
1962, often collaborated with his col-
lege classmate, the cameraman Hans-
Eberhard Leupold. Since 1961, he has
made 11 fims about the “Children of
Golzow,” among which the best
known is Biographies (1980). The pro-
ject is scheduled to continue up until
the year 2000. Has created more than
30 other documentaries.
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e Barbara Junge
Born in 1943 in Neunhofen/Thuringen.
Studied at the Karl Marx University in
Leipzig, graduating as an English and
Russian interpreter. Entered DEFA in
1969, and was first a dubbing director
for foreign versions of DEFA docu-
mentaries. Has managed the archive
for Golzow documentaries since 1978
and edited all of Winfried Junge's films
since 1983.
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Directors: Zhang Yuan, Duan Jinchuan

Photography: Zhang Yuan

Editing: Yang Hongyu

Sound: Duan Jinchuan

Producers: Zhang Yuan, Zhang Yi

Production Company / Source: Dragon Films, Inc.

GS Heim Ikebukuro #303, 1-22-1 Higashi Ikebukuro, Toshima-ku,
Tokyo 170 JAPAN

Phone: 81-3-3971-8677 / Fax: 81-3-3971-8975
China /1994 / Chinese / B&W / 35mm (1:1.66) / 100 min

The Tiananmen Square Incident, which took place in
Beijing in 1989, is still a very fresh memory. Tiananmen
Square became the stage for not only this incident, but also
for many of the largest political and social events in modern
Chinese history. In this sense, Tiananmen Square can be
seen as the contemporary face of Chinese society. It is this
Tiananmen Square, filmed with a no-nonsense camera, with-
out narration or musical accompaniment, that is the setting
for The Square. The film’s director, who ‘believes in the
power of truth,” has objectively photographed the reality of
the square, such as the policemen who patrol it, the military
who participate in political ceremonies, ordinary citizens,
merchants, and tourists. However, these objective images of
Tiananmen Square, which intentionally avoid explanation, are
nonetheless flooded with social and political importance
through the creative power of those who see them. In the
framework of this film, you can glimpse the reflections of a
director who graduated from the Beijing Film Academy and
received his assignment for emplopyment only to decline fit,
choosing the road of an independent filmmaker after the
Tiananmen Square Incident.

— Murayama Kyoichiro
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® Director’s Statement

I am frequently asked whether my film Beijing Bastards is a fiction or documen-
tary, but I think I always want to express the truth of everyday life using direct
means. This is because I believe in the power of truth. Although a distanced and
objective point of view is necessary for documentaries that tell the truth, previous
Chinese documentaries were only political propaganda films for the state. In the
last few years, however, the appearance of independent documentary filmmakers
had created a significant turning point in Chinese documentary cinema.

Tiananmen Square has been the site of numerous important historical incidents
throughout modern Chinese history. However, history in the end is just history and
politics is just politics. What I am interested in now is the life of people living
today, the daily routine of the square, and how the square is managed and con-
trolled. While shooting this film, I strongly felt that the square is a space for the
people.

— Zhang Yuan
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e Zhang Yuan

Born in 1963 in Nanjing and graduat-
ed from the Beijing Film Academy in
1989. Although assigned to a military
film studio, has continued to produce
independent films since the
Tiananmen Incident such as Mama
(1990) about an unwed mother and
her timid son, and Bejing Bastards
(1992), both of which have won
awards abroad and met with exhibi-
tion bans at home. Also China's first

music video director.
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e Duan Jinchuan

Born in 1962 in Chengdu, Sichuan.
After graduating from the Beljing
Broadcasting Academy in 1984,
moved to Tibet to produce documen-
taries. Films include Highland Barley
(1986), The Blue Mask Consecration
(1988), Tibet (1991), and The Sacred
Site of Asceticism (1992, with Wen
Pulin) which was shown in the YIDFF
'93 Asia Program.
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Prizes for the Competition
The Grand Prize
(The Robert and Frances Flaherty Prize) ¥ 3,000,000
The Mayor’s Prize ¥ 1,000,000
Two Runner-Up Prizes ¥ 300,000 each
One Special Prize ¥ 300,000
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Prize Winners in the Yamagata International Documentary Film Festival ’93
Competition Section
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The Robert and Frances Flaherty Prize (Grand Prize)
Black Harvest / Dir: Bob Connolly, Robin Anderson

The Mayor’s Prize
Zoo / Dir: Frederick Wiseman

Runner-up Prizes
Living on the River Agano / Dir: Sato Makoto
Losses to Be Expected / Dir: Ulrich Seidl

Special Prize
Elegy from Russia / Dir: Alexander Sokurov

Citizens’ Prize
In the Name of God / Dir: Anand Patwardhan
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Director, Script: Artavazd Pelechian Photography: E. Karabaev Music:
Sbiridov

Sound: O. Polisonov

USSR /1967 / No dialogue / B&W / 35mm / 10 min

5 Us My Mol
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Director, Script: Artavazd Pelechian Photography: Lazert Pogosian,
Elisbar Karavaev, Karen Mesian Editing: L. Bolkova Sound: F.
Amirkhanian

USSR/ 1969 / No dialogue / B&W / 35mm / 30 min

{£A The Inhabitants

Obitateli O6burtatenu
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Director: Artavazd Pelechian
USSR /1970 / No dialogue / B&W / 35mm / 10 min

P92 The Seasons

Vremena goda BpemeHa ropa
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Director, Script: Artavazd Pelechian Photography: M. Vartanov, O.
Ovsepian, G. Chavushian Editing: A. Galstian Sound: V. Kharlamenko
USSR /1972 / Russian / B&W / 35mm / 30 min
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Director, Script: Artavazd Pelechian Photography: O. Savin, L. Pogosian, R.
Voronov, A. Shumilov Sound: O. Polisonov
USSR /1982 / No dialogue / B&W, Color / 35mm / 50 min
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Director: Artavazd Pelechian
Armenia / 1992 / No dialogue / Color / 35mm / 10 min

&hH') The End Konets

KoHey

FTaHgva
Source: Boomerang Production

16, rue Oberkampf 75011 Paris FRANCE
Phone: 33-1-48060325 / Fax: 33-1-40218682
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FIWAZT/1992/ ) 7% L/E /20 /35mm/10%

Director: Artavazd Pelechian
Armenia / 1992 / No dialogue / B&W / 35mm /10 min
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Hommage & Artavazd Pelechian @Artavazd Pelechian / Armenia

Song Journey @Arlene Bowman / USA
Oceans Apart @Frances Peters / Australia
Spiritual Voices @Alexander Sokurov / Russia

A Human Town @Aoike Keniji / Japan
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® TIME IS AGAINST ME, MY CINEMA IS AGAINST TIME

Many mistakenly think that my films are montage.
This is not so. My films are non-montage.

To this day, in cinematography throughout the
world, montage is regarded as the conjunction of adja-
cent shots. Primary attention is always paid to the rela-
tionship between neighboring shots.

From my experience working on my own films, I
have come to realize that my interests lie elsewhere.
The dominant essence and accent of montage work
consists for me not in putting together shots, but in
moving them apart, not in “docking,” but in “undock-
ing.”

For me, the most interesting things begin not when I
conjoin two montage pieces, but when I separate them
by placing between them three, five, or ten pieces.
Taking two supporting shots that bear an important
load of meaning, I do not try to draw them together,
but strive instead to create a distance between them.

I call this remote montage. In fact, it is de-montage
or montage that destroys montage in the traditional
understanding of the word. Most importantly, the sup-
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e Artavazd Pelechian

Born in 1938 in Armenia. After going through various jobs, such
as factory worker, industrial designer, and engineer, entered
VGIK in Moscow at age 25. Shot his first documentary short
Gomij Patrul in 1964. After graduating in 1968, joined the
Armenian Film Studio in Yerevan and began filming such shorts
as Us in 1969 and writing screenplays. Since then, he has only
shot about 10 shorts, but with the accolades of directors like
Chris Marker and Jean-Luc Godare, he has become a center of
interest in recent years. Currently in production of a new work,
Meste ou Tere.
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Director’s Statement

porting elements, as charged particles that interact over
distance, create an emotional field around the whole
film.

As one particle expands in size, the particle at a dis-
tance shrinks and condenses to such an extent that it is
almost, or completely, eliminated. Some images virtual-
ly disappear. This does not mean that they are not
there. They are, but they are in a state of absence and
do not physically occupy room on the screen. This can
be called montage with absent shots.

Sound becomes image. Image becomes sound. It
turns out that what I see, I hear, and what I hear, I see.

With the distancing method, interaction between the
small elements occurs so quickly—instantaneously,
practically simultaneously—that the magnitude of the
speed does not depend on the magnitude of the dis-
tance between them.

Here, not only is distance ignored, but more impor-
tantly, time is incinerated and destroyed.

This is cinema in violation of time.
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Director: Arlene Bowman Script: Jeanine Moret,
Johanna Hofmann Photography: Jeanine Moret
Editing: Arlene Bowman, Jeanine Moret

Music: Grey Horse Singers of Oklahoma, Kia Kanpi, Eagles Nest Singers, Chiniki Lake, Greycloud, Northern
Wind, Pigeon Lake Singers, Cathedral Lake Singers Sound: Johanna Hofmann Cast: Rosetta A. LeClair, Mary
Ann Anquoe, Jim Fretz, Vermnon S. Atkins, Karen Artichoker, Nellie Two Bulls, Cheryl Between Lodges, Bonnie
Peigan, Gordon Wasteste, Florence & Cecil Nepoose, Jay Begaye, Lauren Terbasket, Calvin Begar, Nancy
Lawrence

Producers: Arlene Bowman, Jeanine Moret

Production Company: Independent Television Service

190 Fifth Street East, Suite 200, Saint Paul, Minnesota 55101-1637 USA Ph: 1-612-225-9035 Fax: 1-612-225-9102
USA /1994 / English / B&W / Beta SP / 57 min
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® Director’s Statement

I am a Diné film/video maker who intends to continue to work on more docu-
mentaries in film and video about native peoples. However, in the future I also
want to make fictional stories such as feature films. It is becoming more common
to utilize film and video as a storytelling device among native people.

Song Fourney is a video documentary about a Diné woman’s road trip as she
travelled on the Pow Wow circuit during the summer of 1993 through the United
States and Canada to inquire about the changing role of Native women singers of
the Pow Wow. The nizhoni—beauty—of the song and dance of the Plains culture
inspired Song Journey.
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e Arlene Bowman

Arlene Bowman is a Diné (Navajo)
from Phoenix, Arizona. She complet-
ed her master’s degree in fim at the
University of California at Los Angeles.
An independent producer concentrat-
ing on Native themes, she has pro-
duced, directed, and edited the
award-winning Navajo Talking Picture
(1986) and co-produced and co-
directed Drugs in the 90s: Conrad
Hunter. As a media curator and
instructor, she programmed The
Native American Film and Video
Festival (1989, UCLA Film and
Television Archive) and the Native
Images Festival (1990, Los Angeles)
and has taught film production at
California  State  University, Long
Beach.
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Director, Script: Frances Peters Photography: Jan
Kenny Editing: Jaqueline Bethlam Music: Frances
Peters

Producer: Frances Peters

Production Company: Australian Broadcasting
Corporation

P.O. Box 9994, Sydney 2001 AUSTRALIA

Ph: 61-2-437-8000 / Fax: 61-2-950-3311

Australia / 1991 / English / Color / Video / 30 min
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® Divector’s Statement

As an urban Aboriginal filmmaker, I am committed to the promotion of urban
Aboriginal images, given the fact that Aboriginal people only received citizenship
in Australia in 1967. Prior to that, Aboriginal people shared a minister with the
department of Australian Flora and Fauna. The most popular images which repre-
sent Aboriginal people on the international market are those images of Aboriginal
people who live semi-nomadically, and they are consistently portrayed as Noble
Savages. It is as if filmmakers are more interested in our past and have very little
interest in our futures, which is why I choose to present wherever I can the strength
that Aboriginal people have in maintaining the culture in the urban and interna-
tional arenas.

If you were to ask yourself what does an Aboriginal person look like, what would
you say?

Oceans Apart is a film which seeks to challenge all the visual expectations most
international audiences have of “us.” This is achieved by placing Aboriginal
women in environments which are not distinctly Aboriginal. It also shows the per-
sonal side of their lives—“Yes, Aboriginal people hug too!” However, the major
challenge I wanted audiences everywhere to consider is the fact that all three
women do not look Aboriginal. That is, they have “white skin.”
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e 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 documen-
tary Oceans Apart. In 1992, produced
the one hour documentary Tent
Embassy, named after one of the
most significant political protest move-
ments in Australian history, when four
young Aboriginal men erected a tent
on the lawns of the Parliament House
in 1972 and declared themselves a
sovereign nation. She presented it at
the Indigenous People’s Fim & Video
Festival in the Yamagata International
Documentary Film Festival '93.
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Director, Script: Alexander Sokurov

Artistic Supervisor: Vladimir Persov

General Producer: Vladimir Foetiev
Production Company: Eskom Film, Pandora
Source:

North Foundation

Kamennoostrovski, 10-10-329, 197101

St. Petersburg RUSSIA

Phone: 7-812-2385854 / Fax: 7-812-5974260
Pandora Co., Ltd.

Shoufukuji Bldg., 2nd Floor

5-11 Shintomi 2 Chome, Chuo-ku, Tokyo 104 JAPAN
Phone: 81-3-3555-3987 / Fax: 81-3-3555-8709
Russia/ 1995 / Russian / Color / Video / 328 min
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episode one

Photography: Alexander Burov Music: Wolfgang Amadeus Mozart, Ludwig Van Beethoven, Olivier Messian
Sound: Sergei Moschkov 38 min

(BB 25E)
| FLUY R TJOT, FPLYEA - 73 —FA7 BF: KER #F: LSS - E2237
KB

episode two
Photography: Alexander Burov, Alexei Fedorov Music: Takemitsu Toru Sound: Sergei Moschkov 34 min
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episode three

Photography: Alexander Burov, Alexei Fedorov Music: Takemitsu Toru, Hugo Simberg Sound: Sergei
Moschkov 87 min
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episode four
Photography: Alexander Burov Music: Takemitsu Toru Sound: Sergei Moschkov 79 min
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episode five
Photography: Alexei Fedorov Music: Takemitsu Toru Sound: Sergei Moschkov 90 min
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e Alexander Sokurov

Born in Irkutsk in 1951. After studying
history at Gorky University, took
courses in film direction at VGIK and
later worked for Lenfim and the
Leningrad Documentary Film Studio.
Although he had made several docu-
mentaries, for political reasons his
flms were not shown in public until
1987. When those films were finally
released due to perestroika, he gar-
nered attention with The Lonely Voice
of a Man (1978). His prolific creative
activities have continued with Maria
(1975-1988), The Days of Eclipse
(1988), The Second Circle (1990), and
Stone (1992), among others. His Elegy
from Russia from the “Elegy” series
was screened in the Competition at
the YIDFF '93, where it won the
Special Prize. A director whose every
work these days causes waves in
Europe, Japan, and the U.S.
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® Director’s Statement

The video production Spiritual Voices was conceived as an artistic narrative in
five episodes lasting five and a half hours.

It is an artistic attempt at uniting in one space emotional contemplations drawn
from the director’s journal entries grouped under the subheading, “From the
Diaries of War.”

To one extent or another the author seeks to present the conditions in which
human personality and talent must exist. The first episode is devoted to a man
named Mozart. The other four parts show in detail, but cautiously, the life of con-
temporary people in military conditions. The author spent three months (in the
summer and winter) billeted with the Eleventh Outpost of the Moscow Border
Detachment of the Russian border troops in Tadzhikistan.

Spiritual Voices is a production that does not use trained actors, but at the same
time it is not a documentary videofilm. It is essential to note that the distinctiveness
of the film lies in the fact that the authors attended primarily to the aesthetic
expressiveness of visual language.

The author did not take upon himself the job of understanding complex politi-
cal, national, and (especially) military problems. The production shows neither
people being killed, nor those doing the killing. The author does not focus attention
on the defects of the Russian military machine, but intently examines the
Atmosphere in which soldiers and officers actually live. They are regarded not as
professional military people, but as armed people.

Throughout the creation of the film the author was strongly influenced by the
works of Tolstoy, Chekov, Garshin, Tchaikovsky, and Mahler.

® Commentary
Also entitled “From the Diaries of War,” this film was shot in Tadzhikistan under civil war. However, the filmmaker
forbids himself to use any of the expected war film clichés such as criticizing the cruelty of war, analyzing its present
political situation, or using it as a dramatic metaphor of the chaos in the former Soviet Union. In episode one, the cam-
era just stares at one landscape—listening to fragments of Mozart’s piano concertos and Sokurov's understated poet-
ic voice over, the audience will be purified of a way of seeing established through the last 100 years. Episode two
begins in this spiritual state and takes the audience into the battle field of Tadzhikistan. There the camera moves into
the daily life of the young men at the front (they are soldiers and officers, but the film chooses to see them as nothing
other than human), living with them, loving them as comrades at war do, seeing the war with them, and staring at their
flesh and soul. Episodes two, three and four depict life at the front line in summer while episode five shows how life is
in winter. In this work accomplished on video, extensive optical and chemical processing, a prominent feature in
Sokurov’s recent works, are not that apparent. But still, in every angle and movement of the camera he chooses, in
his astonishing composition of sound, in his poetic visuals showing us the harsh atmosphere of Tadzhikistan, the
amost sensual beauty of the young soldiers, and the devastating clarity of their eyes, we witness the maturity of

Sokurov’s art: cinema as a portrait of the soul.
—Fujiwara Toshifumi
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A Human Town: The People of Northern Noda
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Director: Aoike Kenji Photography: Chiba Kagefusa
Associate Director and Editing: Muramoto Masaru
Directorial Assistant: Aoike Yuta Production
Managers: Maeda Katsuhiro, Matsui Hiroko
Producers: Aoike Kenji, The Committee to Document
Northern Noda District Making a Human Town, Visual
Forum

Source: The Committee to Document Northern
Noda District

c/o Catholic Church of Takatori, 3-3-8 Kaiun-cho, Nagata-
ku, Kobe 653 JAPAN

Phone/Fax: 81-78-731-8300

Japan /1995 / Japanese / Color / Video / 45 min
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® Divector’s Statement

The Kobe Earthquake, which occurred early in the morning on January 17,
1995, caused over 5500 deaths and much damage. Although the calamity created
by the quake was great, how did people live their days trying to recover after being
struck by disaster? The people of northern Noda say that, “To us, this earthquake
may have been the misfortune that comes once every thousand years. But if that is
the case, it should also be the chance that comes once every thousand years to
build a new town.”

The area of northern Noda, located in Nagata Ward in the western part of Kobe
City, has about 1200 families or 3400 residents living within 18 hectares. It has a
typical old-town flavor with a small shopping district surrounded by a mixed accu-
mulation of small factories and residences. As a result of the quake, 90% of the
buildings were either fully or half destroyed, of which 30% were entirely burned
down.

We entered this area ten days after the earthquake on January 27. From that day
until August, we spent nearly 200 days living in that spot working with a video
camera. We intend to remain there until the people who suffered great damage
from the quake can say, “We have built a town.” We live there and do our best to
share as much time with people as possible and film what comes apparent. Just as
individuals have their own stories and families have theirs, local communities also
have their tales of rebirth to tell. What we are able to do is to witness the emer-
gence of this “tale.”
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e Aoike Kenji

Born in 1941 in Nagoya. Joined
Gentosha in 1971 and, after serving
as assistant director on such films as
Higashi Yoichi's Gentle Japanese,
debuted as a director with the inde-
pendent production Battle in 1977.
After completing several films, gar-
nered attention 1990 for his Benposta
Childrens Republic, where he filmed
the lives of the children living in the
Spanish commune of Benposta. In
1993, the Benposta Childrens
Republic toured Japan giving circus
performances, Aoike accompanying
them as a member of the executive
committee. It was on the last perfor-
mance in Kobe's Nagata Ward, when
the local community provided support,
that he had his first chance to meet
people from the area.
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@ Two “Awards for Excellence” (300,000 yen each)
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In addition to the Ogawa Shinsuke Prize given by the two jurors to the most promising work in New Asian Currents, this year
we will also be offering two new awards . Each of the jurors will present one “Award for Excellence” to an up-and-coming
director. Furthermore, Yomiuri Television will present "We Love Cinemal!” Awards to two Asian works screened in either New
Asian Currents or the Main Competition that Yomiuri determines worthy of broadcast.
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The problem at the YIDFF ’89 was the
dearth of Asian documentaries. Asia’s first
film festival devoted to the documentary
form had finally been created in a quaint,
northern Japanese town, but films from the
region were largely out of sight. The prob-
lem at the YIDFF '95—if you could call it
such—appears to be the lament of the rich:
not only are three of the fifteen International
Competition films Asian—the most ever—New Asian
Currents, Yamagata’s showcase for ground-breaking films
and videos made by up-and-coming documentarists active
in Asia and abroad, was deluged with works by interested
filmmakers. We coordinators had the enviable (?) task
unavailable to our predecessors of wading through nearly
200 films and videos before selecting the 35 works we will
show this week.

We are not so all-knowing as to be confident that condi-
tions have really changed that much in Asia in the last six
years, nor so conceited as to believe the YIDFF is the sole
source of this change. The problems of money, equip-
ment, and exhibition still plague Asian documentarists set-
ting out on a path independent of government or corporate
support. Certainly Yamagata with its focus on Asian docu-
mentary has made a difference, encouraging young docu-
mentarists through the screenings and contacts offered by
the Festival. But it is our sneaking suspicion that the Asian
documentary scene, seemingly so vibrant and active today,
is neither altogether new nor fundamentally transformed.
If the YIDFF has been a source of change, perhaps it has
largely been in the spheres of communication and knowl-
edge: in part with Yamagata’s help, those involved in doc-
umentary in Asia are now more aware of each other’s exis-
tence and the state of the field. Perhaps Asian documen-
tary has come to the fore because it has now reached a
level of self-consciousness, as Herr Hegel might have said.

But that doesn’t necessarily mean that Asian documen-
tary has acheived identity, in the sense of a homogeneous,
self-identitical unity. Looking at these 35 films and videos,
it is clear how vibrant and varied Asian documentary is,
how it refuses some monolithic “Asianness” which might
restrict as it unites these works. Instead, they testify to the
multitude of identities, to the shifting spaces of meaning
that challenge old definitions of Asia and found alternative,
independent visions of a multiplicity of Asias in a world
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context. That is why many of the
works in this year’s program investigate
the problems of definition and identity
resulting from the mobility of Asians
both within Asia and the world, pursu-
ing in unique and original ways the
issue of the Asian diaspora at the
beginning of the so-called “Asian
Century.” This search for identity
extends to the growing work of person-
al documentarists, who are using the
medium to search out and assert their
individual origins as well as mold a new
identity in a world increasingly defined
by the image.

Asian documentarists who are stay-
ing closer to home are also active in
depicting the multitude of realities and
experiences that span the Asian sphere. In this, the 50th
year after the end of World War Two, many works are
looking back at this century’s history, using the documen-
tary image to record the memory of those who lived
through wars both Cold and hot and explore what the
“new world order” holds for Asia. Within these historical
changes, some documentarists are exploring the relative
value tradition can hold for rapidly transforming societies,
questioning the effects so-called “modernization” has on
Asian environments and cultures. The gaze of many works
is on the yet uncertain future, on which paths are available
for Asian societies as they transform and grow, a trend
which probably explains why the focus of so many film-
makers is on the youth and artists of Asia: the next genera-
tion who will inherit the continent and the creative minds
who will try to mold it even as their dreams collide with
hard and cruel realities.

As Asian documentarists come to self-consciousness,
one of their main objects of attention has been the docu-
mentary genre itself. Never homogeneously “Asian,” many
of the works featured in New Asian Currents are also diffi-
cult to pigeon-hole as documentary, given how they use
experimental form or fictional elements to challenge and
expand the definition of the genre. These works not only
allow cinema to respond to new realities by keeping genre
boundaries in flux, they seem to follow the Russian
Formalist dictum that art can make us see reality anew,
making original use of documentary images to reveal truths
conventional documentaries cannot.

Yes, Asian documentary has arrived, if only because
everyone is now more conscious of its presence. It is our
sincere hope that New Asian Currents can promote this
process of self-consciousness by further spotlighting the
marvelously rich documentary talent that seems to spring
from Asian soil.

—Aaron Gerow and Fujioka Asako
New Asian Currents Coordinators
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e Dong Cheng-liang

Born in 1961 on the island of Kinmen. Dedicated
much of his professional career to recording the
democratic movement on Kinmen through docu-
mentary techniques, bringing much of the ideals and
spirit of this social movement into his filmmaking.
His major goal had been “to make a fim about my
homeland in Kinmen.” Films include: The Feeling of
Coming Home (1990) . See You, Kinmen (1991) ;
and History of the Counterattack (1993), which
received the China Times Film Award in the non-
commercial film category as well as the Golden
Tape Award in the documentary and reporting
category.
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| Director: Damdinsurengiin

Producer: Damdinsurengiin

Print Source: Ulzii Company
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Fax: 976-1-328952

Mongolia / 1994 / English /
Color / 16mm /20 min
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e Damdinsurengiin Yundendorj

Produced about 2C0 documentary, popular science, and
training films about traditions and customs of the
Mongolians, their culture and way of life, and nature and
animals of Mongolia, such as Decoration of the Mongolian
National Costumes, Mongolian Puzzle Toys, Mongolian
Lingering Songs, and White Month. Received many special
prizes and diplomas from various international film festivals
held in Czechoslovakia, Germany, Cuba, and Bulgaria. The
main theme of his works is folk tradition and culture.
Graduated from the All-Union State Institute of
Cinematography in 1971.
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otography: Choi Kam-chuen

Editing: Chot Kam-chuen, Lee Ri-
yee
- Sound: Video Power
Producer: Video Power
Print Source: Video Power/Choi
Kam-chuen
29 Tai Sun Street, 3/F, South Portion
~ Cheung Chau lsl.,
HONG KONG
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o Choi Kam-chuen

Born in 1949 with a strong passion for film and social justice. Played an active
role in the student Diao Yu Dao Movement (1971-72). Made his first Super-8
film, The Diary of a Student, with friends and won the Grand Jury's Prize at
the First Hong Kong Experimental Film Competition in 1973. Co-founded the
Phoenix Cine Club the same year. Pursued film studies and TV production in
New York in 1980 and then worked in the Hong Kong film industry from 1984
to 1987. Became head of the research department at Asiaweek and then
senior producer of Asia Television in 1989. Set up the video activist group
Video Power in the same year. Became head of the Fim Programmes
Department of the Hong Kong Arts Centre in 1991 and, after pursuing media
studies at the New School for Social Research in New York between 1993
and 1994, became director of the Film and Video Dept. at the Centre in 1994.
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Commentary @ This film, opening with a title
declaring it a “peasant’s film,” is full of love for the
residents of Kinmen Island. And that is only to be
expected: the director and most of those who
appear in the film are from Kinmen. The islanders
all share within them a history of everyday fears,
an experience of artillery attacks that would
always occur every other day on odd numbered
days. In the film, a dramatic section, following a
boy from his youth until he grows up to leave for
Taiwan, is intertwined with a nonfiction section,
where the actors, who are also from the island,

speak about their own lives. This way of filming, in
which the interviewer can become the inter-
viewed, an actor, or a film producer, reminds one
of the village way of life before the onset of mod-
ernization and the division of labor.
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® Divector’s Statement

It had been my lifelong dream to make a film
about my homeland, Kinmen Island. To pro-
duce a film with the islanders—this was the real-
ization of the romantic social ideal I have never
stopped having. Through the production of
Every Odd Nuwmbered Day, the islanders’ power
was finally unified, giving full scope to their
energies. Caught in the violent confrontation
between Taiwan and China, the frontline
Kinmen islanders had to fight for the cause of
others. But now we have finally been able to
struggle through a radiant war for ourselves.

By awakening both local consciousness and
the people’s love for the land, this film has
become deeply etched in the communal history
of Kinmen.

Mankind is a weak, frail being. We common
people living in a land of strife wish only to lead
a peaceful life. We hope that the future will
bring us peace, untroubled by war! (Or is this
another romantic social ideal?)
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Commentary lThe Great Sin of Being Alive is a
chilling and ominous visual lamentation about the
sins of Stalinist era Mongolia which seem to stain
the desert sand with blood. As the mass murder
turned monk Mijiddor] narrates his tale of inhu-
manity and subsequent guilt in a voice over,
Damdinsurengiin  Yundendorj's camera creeps
over the Mongolian plains, hinting at the horrible
mass graves that lie beneath. Yundendorj's films
are often emotionally effective, sometimes to the
point of stretching the bounds of documentary
authenticity, but always with a skill and imagina-
tion that offers a unique view of Mongolian life.
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® Director’s Statement

Warmest greetings from Mongolia: “Docu-
mentary film is a window on the World.”

I think the Yamagata International Documen-
tary Film Festival is a big museum house for
many film historians and film producers to
meet. For the organizers and participants of the
film festival, I wish a good healthy life, happi-
ness, and big success in their creative work.
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Commentary B Video activism is a drive to uti-
lize video as a tool of citizen-based social reform
movements, one that rejects the binary divisions
between the filmer and the fimed, between those
in power and those not. June 4th and Beyond is
a record of the videomakers’ putting these ideals
into practice. The Video Power members talk of
Hong Kong after Tiananmen, of identity as
Chinese, and of their various options after
restoration. The work, however, has a multi-layered
structure, as in one scene when an interviewee

takes hold the camera: one thinks he will start
questioning the director, but the camera pulls
back to réveal that the interview itself was only an
image on a monitor. The process of making video
itself is video activism.
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® Divector’s Statement

I love films, but I am first and foremost a
socially conscious person and want to explore
the various possibilities in film and video for
helping improve society. For me, a documen-
tary has its own life and can interact with its
subject to change or be changed by it
Documentary filmmaking does not stop when
the film or video comes out of the Steenbeck or
the VCR. We show our works to people related
to the issue depicted and start a discussion
which will, ideally, lead to new action.
Sometimes the discussion will be recorded and
edited into the film so that members of other
communities can discuss it in our next screen-
ing. In this way the film develops with the event
and is part of the event. The pitfall of video
activism (in fact, of any activism) is becoming
self-righteous and failing to listen to other argu-
ments. Therefore we always try to keep an open
mind.
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e Byun Young-joo
Born in 1966. After graduating from Ehwa
Woman's  University, enrolled in the
Department of Film of the Graduate School at
Jungang University. Has participated in or
helped found several independent or wom-
en’'s fimmaking groups. The videos she
worked on, Our Children and The Line of
Battle, were shown at YIDFF '91, and her A
Woman Being in Asia was singled out for its

EREBAT
Beyond the Borders

16mm /98 min promise at YIDFF '93. Murmuring is her first
16mm feature length documentary
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Editing: Sajjad Zahir Script and - VS Py
Direction Associate: Nusrat Islam Woman| (1992). [Beloved Wife] (1994)%.
e Zakir Hossain Raju

Production Associate: Tufajjal H.

| Chowdhury Producer: Zakir Hossain ~ Born in 1970. Received a Bachelors and a Masters degree in
¢! Raju Print Source: Protishabda

Mass Communication and Journalism at Dhaka University.
Founded the Protishabda Alternative Communication Centre
in 1990 to promote democracy in Bangladesh through the
creation of an alternative, yet popular electronic media. His

Alternative Communication Centre
342 N. Shahjapur Dhaka 1217

BANGLADESH first work, Face in the Millions (1990), told the story of a young
Ph: 880-2-509215 / Fax: 880-2-863060 man named Monwar who was killed in demonstrations against
Bangladesh / 1995 / Bengali, the authoritarian regime. Also active as a writer and teacher in
Japanese, English / Color / S- video workshops. His other works include: Miles to Go (1991)
VHS / 58 min about the free elections in 1991; Tale of a Woman (1992); and

Beloved Wife (1994), both about the oppression of women in
Bangladesh society.
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536 Broadway, 9/F, New AR AN - 9T74 VR EETHEMEDED S,
York, NY 10012 USA e Yau Ching
Ph: 1-212-966-4605 Born in Hong Kong and studied Comparative Literature and
Fax: 1-212-941-6118 Philosophy at the University of Hong Kong. Has worked as editor-
Hong Kong, USA/ in-chief for Film Biweekly. Participated in a performance/installa-
1993 / Mandarin, tion project called “Object-activities” with a group of local artists to
English / Color / explore, as a response to the Tiananmen crackdown, the Chinese
Betacém spP/ traditional linkage between nationhood, family, and home, and the
= violence those notions praduced. Moved to New York after the
39min massacre to study at the New School for Social Research and at
the Whitney Museum’s Independent Study Program. Has since
worked as an independent film and videomaker. Has also taught
at institutions such as the University of California, San Diego; the
Hong Kong Arts Centre; and the Gay Men'’s Health Crisis
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Commentary Bl The title means “The House of
Sharing.” There, six Korean women forced to
experience the horrors of being “comfort women”
for the Japanese Army during World War Two
assist each other while receiving social care. The
present day existence of these old women comes
to the surface through shots of the demonstra-
tions they hold every Wednesday to ask for repa-
rations and an official apology from the Japanese
government, as well as from their everyday life of
cooking and cleaning, from the interviews in
which they relate the hardship and discrimination
faced after the war, and from images of a party
full of singing and dancing. The fim attracted over
15,000 people in April in Seoul.
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® Director’s Statement

I often feel the urge to kill. When I look at
most women, or at myself who is one of them—

women who must be the object of violence sim-
ply for the reason they live in the world as
women—I am often overcome by the irrepress-
ible urge to kill.

Former “comfort” women who, solely
because they were born in a colony, were
dragged off to the front at age 16 to suffer the
violence of nearly 30 men a day. What I felt
while meeting these women, however, was not
anger towards the victimizer Japan. The faces of
these women were overlaid with the faces of
Bosnian women or of Vietnamese women
defamed by Korean soldiers during the Vietnam
War.

Every time war occurs, women become the
objects of violence and plunder. My anger
towards such a cruel world is deeply connected
to my relationship with the women who became
my subject. Hope always grows within the fig-
ures I see through the viewfinder. The deeper
the relationship between the person holding the
camera and the people being filmed, the more
this hope will become reality. I want to continue
making these kinds of films.
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Commentary Wl Zakir Hossain Raju’s latest work
on Bangladesh-Japanese couples signals an
important change in direction, shifting from the
voice-over narration, explanatory style of Miles to
Go and Beloved Wife, to a laid-back, observa-
tional approach that lets the images and the sub-
jects tell their own story. Raju’s commentary thus
enters at the editing stage, where he boldy cuts
between couples and between Japan and
Bangladesh to emphasize the universal humanity
they share. Beyond the Borders represents an

important effort by an Asian director to document
the economic giant Japan’s current position in
Asia.

o EEBMI iE
19844 LK, /N0 77 T2 ah BT ANb DF5
FSEIA % RO THARIZEE (204 EAE
AED) LTETWE, KE&EEFIZVNRICIEH
EHIR L2 ) DEDL LS, U HARN &
L CHAX LD ELR LY UL 2 5LV 5,
BEOLLEOEFELTLOETIEILVWESL),
EDS, WHIREIHATH-2A AL, AS2bD
B ER AL TWD, Z0YFF ILEEE
B L7zhy PVEBHIZAKRY b EHT, 3k
DI BT 2 ABEGROEEE A& 72 L Tw
Bo BUUIZIIFE SR, FRAM. BUAm. LT
MM LEERANE 2L T B 05, AHHDS
DNIDBRD > TWADHFEN DT,

® Director’s Statement

Since 1984, several thousands of young men
from Bangladesh have migrated to Japan—
many illegally—to find a better living. Most
intend to return to Bangladesh after earning a
lot of money, but some others have married

Japanese and are truly experiencing the pros
and cons of Japanese culture. Maybe they are
not always comfortable, but they are mixing
their views and voices with those who grew up
in a different society. This video concentrates
on a few such intercultural couples in order to
portray the universality of human relationships
in the age of multiculturalism. Although there
are still many types of social, economic, politi-
cal, and mental boundaries, there is unquestion-
able unity among human beings.
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Commentary B Although connecting fragments
of individual memory with the history of China
itself is not an easy task, the life experiences nar-
rated by a Chinese artist who had emigrated to
New York create an ambitious and experimental
work that attempts a discourse on China and the
history and culture of women. While both the
director herself, working in the U.S., and the sub-
ject artist already bear the burden of a liminal
existence caught between two colossal cultures,
what is presented here is not simply the theme of

the search for identity. Instead, the video pays
attention to the value of the fissures between the
fragments of individual memory and myths of tra-
dition and heroism (such as the feverish worship
of Mao Zedong), and uses a multiple layering of
images to stylishly denounce oppression by
orthodoxy.
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® Director’s Statement

The idea of “home” as the place of refuge,
the place for the “native” to rely on, would
always remain questionable. Our multiple, fluid,
yet contradictory selves living in diaspora can-
not be reconciled with the ahistorical notion of
“homeland.” Given its politically subversive
contents, the very fact that this tape could only
be made in the States, where the native is not at
home, highlights the limitations of “home.” The
way that this woman talks about Mao Zedong,
her wondering if this Sun-god has to pee or not,
and not being able to speak it while at home,
contextualizes her diaspora. Now after literally
becoming “outside,” her memory haunts and
blocks her from being assimilated by/translat-
able to the dominant American society. She
lives in this “between-world dilemma,” deprived
of the privileges of being fully identified either
as a native or as a Westerner.
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[Boy en Alied] (1995).

| Think What | Want to Say Is . . .

8 HE T - P ALY .
Yry b Sk 52
*5 41994 /KEE. RERE. 5
L HRE S H T~ /16mm, 405

Director, Script: Maria Ramos
Photography: Mies Rogmans
Editing: Sytske Kok

Lighting: Menno Westendorp and
Hans Bouma Sound: Wouter Jansen
Cast: Wang Dejuan, Henk Zeevat
Producer: Maria Ramos

Print Source: Dutch Film and
Television Academy

Ite Boeremastraat 1, 1054 PP Amsterdam,
THE NETHERLANDS

Ph: 31-20-683-0206

Fax: 31-20-612-6266

The Netherlands / 1994 / English,
Chinese, Dutch / Color / 16mm /
40 min

e Maria Ramos

Born in 1964 in Brazil. After graduating from the University
of Brasilia (with a BA in music), moved to Paris to study
electroacoustic music at the Groupe de Recherche
Musicale with the composers Michel Chion and Philippe
Mion. In 1987, entered City University, London, with a
scholarship from the Brazilian government and obtained a
Masters degree in Music with a thesis entitled, “Structures
and Form in Electroacoustic Music.” In 1990, moved to the
Netherlands and two years later, entered the Nederlandse
Film en Televisie Academie, specializing in docu-
mentary/direction. | Think What | Want to Say Is . . . is her
first film. Her next film is entitled Boy en Alied (1995).
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e Peter Zobel
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Director, Script: Peter Zobel
Photography: Peter Zobel (Mita Seiji,
Sakaguchi Shin'ichiro, Jens Schumann,
Takatani Masatoshi)

Editing: Rod Sewell

Music: Gilles Zimmermann

Sound: Ferdinand Bardamu

| Producer: Zweites Deutsches Fernsehen
(ZDF) / “Das Kleine Fernehspiel”
Print Source: Peter Zobel Film and Video
Im Luftfeld 86, 40489 Duesseldorf GERMANY
Ph: 49-211-4089440 / Fax: 49-211-4080299
Germany / 1993 / German, Japanese
§ English / Color / Betacam SP / 62 min

Born in 1962 in Cologne and raised in
Sendai and Tokyo from 1967 to 1982.
Worked as an assistant director for
Japanese and German television. Graduate
of the HFF Filmschool Munchen. Has been
a freelance writer-director since 1988 and a
producer as well since 1993. Works
include the TV dramas Momoko (1988) and
Schidsser (1990).
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Directors: Kang Jian-ning, Gao Guo-
dong
Script: Kang Jian-ning Photography:
Gao Guo-dong Editing: Kang Jian-ning
Music: Kang Jian-ning Sound: Sun Jian
Narrator: Kang Jian-ning Producer:
Jiang Li-bin

Print Source:

Ningxia Television Station

Jie Fang Xi Street, Yinchuan, Ningxia CHINA
Ph:86-951-545463 / Fax:86-951-543029

Liaoning Television Station
Shengyang, Liaoning CHINA

‘China/ 1995 / Chinese / Color/
Betacam / 50 min

taries since 1976.
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Bomn in 1954. Director of the External

Department of the Ningxia Television Station, a member of the State
Academic Council of Televised Documentary, and guest professor at
the State Association of Television Artists.

Has been engaged in

directing documentaries since 1984. Also directed Desert and Sea
with Gao Guo-dong.
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@ Gao Guo-dong

Born in 1954. Deputy Director of the External

Nepartment of the Liaoning Television Station”
and a member of the State Academic Council

of Televised Documentary. Has been engaged in directing documen-
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Commentary ll A Chinese woman Dejuan lives
in a foreign land with her Dutch lover. Placing a
camera in their apartment, the director fims their
everyday conversations with careful sound
recording, firmly grasping the slight wavering and
unease in Dejuan’s heart which occasionally
becomes apparent in her uneventful life. The
sense of not fitting in with a foreign culture, the
feelings for a young son living far away, the rela-
tionship with a mother at home, and the irritation
towards the present situation are all etched in cel-
luloid. The woman director, who herself is living in
a foreign land (having been born in Brazil), wields
delicate emotions to complete this quiet and
beautiful work without any interviews or narration.
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® Divector’s Statement

When I met Dejuan, we immediately took a
liking to each other. This was not difficult given
the fact that I had, myself, undergone the same
experiences and difficulties during my period of
“adaptation” in Holland. In fact, we shared the
same reason for being here: a love-relation.

My films, both I Think What I Want to Say
Is . . . and Boy en Aleid, are unspectacular,
undramatic films. They are observations of
behaviour, of gestures, at a distance. The every-
day life carefully observed.

Contrary to direct cinema or reportage prac-
tices, I give emphasis to form. My films are,
therefore, more constructed. The idea is to cre-
ate a formal context in which what seems trivial,
meaningless—in fact, everyday—would be re-
marked, would become meaningful.
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Commentary @ The director, raised in Japan,
returns home for the first time in ten years, using
the occasion to produce a personal video essay
investigating the problems of foreigners living in
Japan and Germany. Dividing filming between a
Hi-8 camera for diary-like scenes and a profes-
sional camera for journalistic shots, Zobel contin-
ues a quest which deeply illuminates his own per-
sonal issues, making us sense the fine point of
view of this director whose identity floats in the
narrow space between two cultures. Meeting in
Tokyo a young scholar of German and his Korean

wife, Iranians gathering in Yoyogi Park, and a
Chinese bar hostess, he makes us think about
the state of non-dapanese within modern Japan
and its history of accepting and excluding for-
eigners.
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® Director’s Statement
Out of personal interest, a major part of my

work focuses on cross-cultural themes, wishing
to contribute to a bit more understanding, with-
out any exaggerated hope. I tend to prefer cam-
era work that observes rather than directs the
subject, going as far as to use documentary
techniques in directing dramas. I also believe
that montage can be analytical enough to speak
for itself.

Tokyo-Pankow is my first video film. I was
fascinated by the possibilities of consumer video
cameras that are gradually reaching professional
broadcast standards and by their biggest advan-
tage—nobody is afraid of them. I am currently
preparing a project in which I proceed to com-
bine elements of video and film.
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Commentary B A five-year record of a family of
sheep and camel herdsmen who live a simple but
peaceful life in Inner Mongolia. Tired of poverty
and life in the desert, the children each have their
own dreams and desires and begin to move
away from their parents. The disappointment to
the father is immense. The contrast between the
beautiful and poetic scenes of life captured by the
camera crew from a city television station and the
sterility and sense of deadlock reflected in the
eyes of the people who live there touches the
heart.

The two directors work professionally for televi-
sion stations. Their first collaboration, Desert and
Sea, an award-winning documentary about this
family living in the desert and a fisherman house-
hold living by the sea, became the starting point
for this long-term production.
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® Directors’ Statement

The documentary Life reflects the rela-
tionship between man and nature in special
conditions.
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Director: Mushtaq Gazdar
Script: Saeeda Gazdar (based on the poetry
of 4 poets: N. M. Rashid, Faiz Ahmed Faiz,
Sahir, Shah Latif Bhitai)
Photography: L. A. Raj Editing: S. Nadim
Music: M. Shafii Sound: Hasan Zia
Cast: Sain Juman, Wali Mohammed, Lal, Ali
Aslam Azhar Producer: Mushtaq Gazdar
L | Print Source: Films D'Art

i 173-1, Block 2, Pechs, Karachi 75400
PAKISTAN
Ph: 92-21-444391, 4547532
Fax: 92-21-4547532
Pakistan / 1991 / English / Color / 35mm /
20 min

Footpath Pay Apna Dera
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| Director: Mushtag Gazdar
Script: Saeceda Gazdar (based on a poem by
| Igbal)
Photography: L. A. Raj
Editing: Y. Akbar
Music: M. Shafi
Sound: Hasan Zia
Producer: Mushtaq Gazdar
Print Source: Films D’'Art
1783-1, Block 2, Pechs, Karachi 75400
| PAKISTAN
| Ph: 92-21-444391, 4547532
Fax: 92-21-4547532
Pakistan / 1981 / English / Part-color /
35mm/ 7.5 min
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o Mushtaq Gazdar

After receiving a Master of Science in
Physics at the University of Karachi,
earned a diploma in Film Technique at the
London School of Film Technique. Has
scripted, directed, and produced more
than 100 short features, documentaries,
and newsreels in the last 20 years, work-
ing both abroad and in Pakistan. His
They Are Killing the Horse (1979) won the
Grand Prix at the Tampere International
Film Festival and his fim on drug abuse,
The Killer (1991), eamed him the
President of Pakistan’s National “Pride of
Performance” Award. Many of his other
flms have been shown at international
festivals.
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Director, Script: Som Ock
Southiphonh Photography:
Khammeung Thammavong,
Daravanh Ratsavong Editing:
Thanongsone Sibounheuang
Music: Sourinhanh Sisengrath
Sound: Phonexay Vongsamang
Producer: Som Vinavong

= Print Source: Lao-Inter Arts Inc.

008/1 Saylom Rd., P.O. Box: 4448

g Vientiane LAOS

Ph: 856-21-212156

Fax: 856-21-215628, Box 22

Laos / 1994 / French / Color /
U-matic SP / 26 min

v K-A—%22] &8, BRFOWEBGRICE HA L, B
BRERY. INCBERE, 1994F/ X BTOR ETF
(2. BERMEEHMTA - 128 — - P— Y EHT, B—1F
[LxTFXOME] B, 75>ATRAPNAETISRE
AR THBESE.

e Som Ock Southiphonh

Born in 1954 in Luang Prabang in Laos. After receiving his
Baccalaurate in Laos, travelled to Czechoslovakia to earn a
degree in Cinematography from Charles University in
Prague in 1986. Returned to Laos to work in TV, but soon
left to join the Lao Cinematography State Company, where
in 1988 he made Laos’s only feature film since the revolu-
tion, The Red Lotus. With the reformed policies of the Lao
government, he left the film world to start a bakery, where
he made enough money to start his own independent pro-
duction company, Lao-Inter Arts, in 1994. His first produc-
tion, Lenetene's Spinning Tops, was awarded a Medal of
Merit at a festival in France for Francophone nations.
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Commentary @ The fims of Mushtaq Gazdar
reveal him to be a master of contrasts. In The
Song of Wishes, he skillfully pits harsh, black and
white images of mistreated child laborers against
idyllic color shots of children singing at school.
They Are Killing the Horse effectively combines

BrEEhs
They Are Killing The Horse

experimental fictional sequences of a woman dri-
ven to madness with shocking documentary
inserts of the cruelties of Pakistani society that
cause her insanity. The Concert on Foot-path
subtly contrasts a poetic commentary with
images of rural Pakistanis who have been forced
to live on the streets after arriving in the big city.
Gazdar's ultimate message may be strong, but
his means are significantly subtle, brilliantly mak-
ing use of the tropes of irony and metaphor to
indirectly communicate ideas not always popular
with the authorities. Yet by masterfully manipulat-
ing both the visual and aural registers, Gazdar's
films are all the more eye-opening for their subtle
contrasts.
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Director: Mushtaq Gazdar
Script: Saeeda Gazdar
Photography: L. A. Raj
Editing: Y. Akbar

Music: M. Shafi

Sound: G. H. Jaffery

Bashir

Producer: Mushtaq Gazdar

Print Source: Films D’Art

173-1, Block 2, Pechs, Karachi 75400
PAKISTAN

Ph: 92-21-444391, 4547532

Fax: 92-21-4547532
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Cast: Tahzib Jafry, Shams, Igbal, Yahya Pervaiz
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® Divector’s Statement

It is now little more than a quarter of century
that I have been writing, photographing, editing,
directing, and producing films, mostly docu-
mentary and occasionally short features for TV.
As a filmmaker I believe that artistic conscious-
ness should relate to social consciousness, or
else art remains half-finished. Good, fair, or
bad, one thing that brings tremendous
pleasure is the fact that every time in the
process of filmmaking one comes across
a new aspect of life which one is
required to research, absorb, and ulti-
mately convey to others in a specific
time frame so that they may share one’s
views with the same intensity. The
process of transforming ideas into film is
in itself the very essence of being.
Successfully sharing ideas with others
through this is its only reward.

Today, after producing more than
175 films, I still feel young enough to
explore a new arena of life. In this, I
share the views of one of the most
famous classic poets of the sub-conti-
nent of Indo-Pakistan, Ghalib, when he
says, “There are thousands of desires,
and every desire is strong enough to take
away life, but the process of creation
must continue till its natural end.”

| Pakistan /1979 / English / B&W / 16mm /
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Commentary Bl Som Ock Southiponh’s dedica-
tion to independent filmmaking amidst difficult
conditions in Laos have begun to earn him well-
deserved international recognition. Evincing the
influence of his East European fim education, his
Lenetene’s Spinning Tops is a poetic, anthropo-
logical account of life in Ban Nam Chan village in
the Houaxay district of Laos’s Bokeo province.
The video compares the villagers' existence—a
semi-nomadic life of slash-and-burn agriculture—
to the eponymous game they play; with an uncer-
tain future, they move from one place to the next

using up soil as they try to maintain momentum.
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® Director’s Statement

Lao film shown abroad, competing against
the world’s filmmakers, is the dream of all Lao
filmmakers. And to win at a film festival is the
aim of all filmmakers around the world.

But to promote an understanding of my own
country’s people in the media circle is the first
step that I would like to take.

I hope that one day, the people around the
world would be able to understand each other
more and more through the screen.
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Director, Script: Ali Kazimi
Photography: Ali Kazimi
Editing: Steve Weslak
Music: Mychael Danna
Sound: Ravi Shakma
Narrator: Ali Kazimi
Producer: Ali Kazimi
Print Source: Peripheral
Visions Films & Video Inc.
665 Shaw Street, Toronto,
Ontario
CANADA M6G 3.8
Ph: 1-416-537-8463
Fax: 1-416-537-4082
Canada / 1994 / English,
Hindi, Gujarati, Bhilali /
| Color/16mm/ 87 min

LAV s PN
196181 > F&EEh, 1983F 71 —
| KPEER HFAICHE, I-UK
| FTHEXNFOESEHFETESIE,
7071 —%—. BB, AR, 8%
EBE L THAOMBEREICED S,
HFEABEEMEBEETSIRE -2
- : (1992F ~93%), HE. £/ >4
B/ RR—VEDEARI 17—+ b= X EDEFHREDC
BB F 1 x4 — 2 8FP, RERICET 3 HRBNEE
BRORRE “ITxVF v 7" BXEOHRBICE I 2 BEEDRE
SEROIRE & R oS

o Ali Kazimi

Ali Kazimi was born in 1961 in India. After graduating with a
B.Sc. from Delhi University, he moved to Canada in 1983, earn-
ing his B.F.A. (Honours) in Film Production from York University.
Based in Toronto, he has worked as producer, director, writer,
and cinematographer on numerous productions. From 1992 to
1993, was president of the Independent Film and Video Alliance
of Canada. Narmada: A Valley Rises, his first feature documen-
tary, won three HOT DOCS-Canadian National Documentary
Awards for Best Direction, Best Political Film, and Special Jury
Mention for Best Film. Currently working on a personal docu-
mentary about his relationship with Onondaga/Mohawk pho-
tographer Jeffrey Thomas, a work which deals with breaking
down visual stereotypes of Native peoples and the historical
role of photography in depicting “exotic” cultures.
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Script: Julie Lluch

Pasachio

Liuch
Narrator: Julie Lluch

Center

Ph: 63-2-921-7941

Color / 16mm / 30 min
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Director: Hesumaria Sescon
Photography: Hesumaria Sescon
Editing: Hesumaria Sescon

Music: Gary Grenada, Louie
Sound: Hesumaria Sescon, Julie
Producer: Appropriate Technology
Center for Rural Development

Print Source: Philippine Information

Visayas Ave., Quezon Gity PHILIPPINES

Philippines / 1994 / English /
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eHesumaria Sescon

Began professional career as a press photogra-
pher from 1984 to 1985. Cinematographer for the
documentary fim A Rustling of Leaves by the
Canadian director Nettie Wid in 1986-7.
Continued fashion and news photography from
1987 to 1990. Scriptwriter, director, cinematogra-
pher, and co-producer of four documentary
works: Yuta (1991), Think Like a Mountain (1994),
Land of the Morning (1994), and City of Waterfalls
(1995). Currently documenting a vanishing variety
of rice in the Philippines.
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Director: Chen Yi-wen (lvan)

Script: Improvisational (under Chen Yi-
wen's supervision) Photography: Wang
Wei-ming (David) Editing: Chen Yi-wen
(lvan), Yang Shun-ching Sound: Wang
Wei-ming (David) Cast: Tang Tsong-
sheng (Bacy); Fang I-te (Amanda)
Producer: Yang Shun-ching

Print Source: Chen Yi-wen (lvan)

5th Floor, No. 3-1, Lane 737, Section 1

Nei-hu Road, Taipei TAIWAN

Ph: 886-2-658-2256 / Fax: 886-2-658-2256
Taiwan / 1994 / Mandarin / Color/ S-
VHS / 40 min

66

eFr -y

1966 FAdtE T N, 1991F, BN
Bt - JERIFE - BHFEHE, FEHR,
BEEE L TETEHICAM, BEEE
B [IR7—-K-YoOBEENK] OB
EBEEDD, 1994F. BRFEHeHN
FHEAEBIEE & & b (CRERIA - 2UF
EFHIBRNAIFELRIL RAE. 8
BETH [RODER] £S-VHSTRK S € 5, F7AAILME
HOKRY (FFEmEFESNY) 228, 19955 (01355 19EFAM
BEETEELMENE, RUEIC163 UEEBBE [Lessons] #
W] . B18ALENEFTEEZTHE L /-,

e Chen Yi-wen (lvan)

Born in 1966 in Taipei. In 1991, graduated from the Theater
Department of the National Institute of the Arts with a major in
Directing. After graduating, joined Atom Films, later working as an
assistant director on the film A Confucian Confusion directed by
Edward Yang. Left Atom Films in 1994 to co-found with Wang
Wei-ming and Yang Shun-ching “High Noon Workshop,” a society
specializing in screenwriting and film production. That same year,
they completed the S-VHS short video Scenes of Violence, which
was awarded the Top Prize (in the noncommercial film category)
at the 7th Taipei Fim Awards and was invited to be screened at
the 19th Hong Kong International Film Festival in 1995. During
the same vyear, they also completed the 16mm short film,
Lessons, which was given the 18th Golden Grain Award for
Excellence.
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Commentary @l A huge dam is being built on
the Narmada River in central India. In opposition
to the government’s high-handed tactics, 6000
poor farmers and indigenous people who live in
the region undertake a 200 kilometer demonstra-
tion march. The filmmaker who brilliantly captured
the drama of this large-scale, swelling grassroots
movement is an Indian who moved to Canada
seven years before. The skill involved in never fail-
ing to report on the camp supporting the dam—
even directing attention to its utility—while still
pursuing an unbending argument, offers us a
sense of Kazimi's proficiency. He focuses on the

two leaders and weaves a tightly composed tale
where the people’s non-violent movement of
resistance, reminiscent of Gandhi, is quite com-
pelling.
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® Director’s Statement

As a filmmaker raised in India and living in
Canada, I have wanted to tell stories that serve
as a conduit between these worlds. I chose to
document the struggle in the Narmada Valley

(or maybe it chose me) for several reasons.

First, out of a long-standing interest in issues
of development, the environment, human-
rights, the North-South dichotomy, and the
ways in which all these areas intertwine. I also
wanted to move beyond the superficially exotic
“take” on India and its perpetual victims we so
often see on Western screens, to present instead
a story that highlights the strength of people.
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Commentary B Accelerated development is
destroying the original relationship between
human beings and nature, sounding the alarm of
world environmental crisis in this age: Against a
way of life that lays substance on individual
desires, war, and a bias towards logging and
cash crops, the fim offers a way suggested by
the traditional values of high mountain tribes, one
of living from the standpoint of the land. The
director himself, a former photographer, adds
rich, poetic images to the abstract and slightly
idealist narration, producing a work that escapes
the banality prevalent in government sponsored
films.
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® Dirvector’s Statement

As an artist and political activist, I have found
ultimate expression in the powerful and sensi-
tive medium of film. The experimental work
Yuta, a semi-documentary and semi-feature, is

my personal statement and virtual celebration of
the artistic or creative life. Here I am also
demonstrating that film is the total medium that
orchestrates storm, movement, color, music,
and technology to bring about the heightened
experience of a work of art.

On the other hand, the documentary allows
me the freedom and privilege of voicing my
sentiments towards national goals. Think Like a
Mountain as well as Land of the Morning warn of
the devastating consequences of both the
unconscionable plunder of natural resources
and the ignorance and indifference of people
and government with regard to environmental
issues.

It is my sincere hope to be able to make films
of high artistic merit in service to my country in
its struggle towards development.
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Commentary Bl The video opens on a woman
interviewing a young punk about his predilection
for drive-by slashings. All the signs of documen-
tary are there: the camera focused on the inter-
viewee, the jump cuts, the interviewer off camera.
The second scene, however, seems to be of a

different genre: the young woman visits the man’s
apartment and, in cross-cutting typical of fiction
film, slowly finds herself drawn to him.
Composed of only these two scenes, Scenes of
Violence may in the end be a work of fiction, but
it skillfully uses the conventions of documentary
to unsettle the viewer and double its impact.
Entering cinema from the theater world, Chen Yi-
wen emphasizes how theater can become docu-
mentary when recorded on video tape.
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® Divector’s Statement

I have a profound respect for those who can
express themselves clearly regardless of the
medium used. Their expression can be used
to further one’s understanding of personal

relations. For me, movies are a form of expres-
sion. I hope to use movies to lessen both misun-
derstanding and what is foreign. Then caring
and trust will be increased.
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Tupada ’92: The Philippines
in the Year of the Elections
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Director, Script, Photography,
Editing: Obitani Yari Music:
Asagawa Maki, Meredith Monk, Sai
Yoshiko Sound: Obitani Yari
Cast: Omoto Maki (Maki), Obitani
Yiiri (Yari), Saito Soko (Masami),
Gokurakucho Hanako (Maya)
Producer: Obitani Yari

Print Source: Image Forum
Fudosan Kaikan Bldg., 5F, 3-5 Yotsuya,
Shinjuku-ku, Tokyo 160 JAPAN

Ph: 81-3-3358-1983

Fax: 81-3-3359-7532

Japan / 1994 / Japanese /
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e Obitani Yari

Born in Kamakura in 1964. Composer (flmmaker, artist,
folksinger). Left Osaka University of Arts (majoring in opera)
before graduating. Began composing modern music from his
college days. In 1984, created “Paper Music,” an innovative
genre of music formulating sound from newspaper articles.
Continues to compose such music today. Recently working
on a series of artworks and films such as The Hair Opera,
investigating the relationships between picture and sound,
language and audiovisuals, drama and audiovisuals, opera
and film, etc. A romantic who deeply loves the sea and
human beings. Films include: A Tightness You Can Touch

Color/ Super-8 / 80 min (19995).
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Director: Fruto Corre  Photography: Fruto
Corre, Joseph Fortin  Editing: Fruto Corre
Production Managers: Agnes de Vegra,
Nonoy Dadivas Assistant Director: Joey
Lianza Cast: Cynthia Negado-Reyes, Felix
Dagandan, Jr., Damian Hanopol, Gilberto

} Darantinao, Rex Diaz

Producer: Fruto Corre

| Print Source: University of the Philippines

Film Center

Magsaysay Ave., University of the Philippines
Diliman, Quezon City PHILIPPINES

Ph: 63-2-962722, 963640 / Fax: 63-2-992625
Philippines / 1995 / Tagalog, Waray /
Color / Super VHS / 40 min
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e Fruto Corre

Born and raised in the Philippines and was trained in film
workshops at the University of the Philippines Film Center,
the Mowelfund Film Institute, and later at the VARAN
Ateliers Cinématographique in Paris, France. Graduated in
1994 with a Master of Fine Arts degree in Film Production
from the New York University Tisch School of the Arts.
Presently teaching Animation and Media Production class-
es at the University of the Philippines’s College of Fine
Arts and is in charge of the Education Program at the Film
Center of the University of the Philippines. His films have
been shown at international film festivals in New York,
Rotterdam, Australia, and Germany.
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Photography: Yudi Datav
Editing: Rizal Basri

Music: Ari Syl
Sound: Jun Mahir

Jakarta Institute of the Arts

| /16mm /13 min
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Director, Script: Muhammad Rivai Riza

Producer: Muhammad Rivai Riza, Faculty
of Film & TV, Jakarta Institute of the Arts
Print Source: Faculty of Film & TV,

Jalal Cikini Raya 73, Jakarta 10330 INDONESIA
Indonesia / 1993 / No Dialogue / Color
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o Muhammad Rivai Riza

Born in Ujung Pandang in 1970. Graduated
from the Faculty of Film and TV at the Jakarta
Institute of the Arts in 1993. Worked as pro-
duction manager on Garin Nugroho's feature
film ...And the Moon Dances (1995) and other
documentaries, commercial films, and music
videos throughout 1992-1995. Directed doc-
umentary works on Indonesian writers and
Balinesian artists, including . . . And Life Goes
On (1994) and Two Years' Life of Arts (1995)
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Commentary Bl Obitani Yari's A Taiwan Boy is
less the parody of “personal documentary” that
his successful The Hair Opera was, than a well-
constructed exploration of self-performance, blur-
ring the lines between fictional and real and there-
by questioning the constitution of self in cinema.
With a Super-8 camera in hand, Obitani plays
“himself” cheating on his (fictional?) girlfriend, per-
forming for us his own striptease of self-exposure
and concealment just as his lovers undress
before him. Always emphasizing the materiality of
cinema and sound, A Taiwan Boy leaves open
the question of who Obitani Yuri really is.
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® Director’s Statement

Listless days without a reason for living, hav-
ing lost a much-desired baby through miscar-
riage. Gloomy days with a girlfriend Maki
regretfully talking about the child. Days of stealing

TF—FALMT AN DT

away from Maki to escape to the rooms of other
women. This 30 year-old man Yari, not worthy
of even being a good-for-nothing, is enveloped
in his despair by the everyday sounds he hears
and by the meaningless scenery he sees.

There are 80 minutes of film. Only the por-
tions where the shutter was open are accompa-
nied by an image. While this is impossible, it is
the basis of this film’s conception. In this work,
portions with sound and no image take up over
half the raw film. Moreover, since this is a revo-
lutionary film making use of all the special qual-
ities of Super-8 film, I am confident no one can
hope for anything more than this in Super-8. As
a sound-centered film confronting a image-
based film (world), it is hard-core, anarchistic
terror!
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Commentary @ Fruto Corre’s video is a biting
parody of the “tupada” (illegal cockfight) that is
Philippine politics. Looking at the 1992 presiden-
tial elections through the popular imagination of
the Waray, Tupada '92 features a clairvoyant
offering her predictions, kids mimicking election
rallies, men comparing their fighting cocks to the
candidates, and an Imelda Marcos impersonator
wading in the swamp of her former glory. Corre’s
touch is both gentle and humorous, respecting
the populist appropriations of election culture
without forsaking a serious critique of systems

that ignore that popular base!
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® Divector’s Statement

My documentary films are my favorite com-
pared with the short fiction films I have made. I
don’t have to worry about creating complex
characters that otherwise would appear superfi-
cial in my fictional works. I have been involved

in making documentary films for over a decade
now in different capacities. First, as an editor of
a Super-8 film about a newspaper boy, later, as
an assistant director to Mr. Gary Kildea on
Valencia Diary, a documentary film about a
marginal rice farming family during the
Philippines’ transition period from a dictator-
ship to a democracy. In the same period, I was
also shooting, directing, and editing my own
documentaries and fiction films in Super-8 and
then, in Video-8 and 16mm film. At present, I
am preparing the script for a documentary on
the 1896 Philippine Revolution.
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Commentary B A traveling fair comes to a vil-
lage centered on brick making, bringing a simple
merry-go-round and a live band. The children joy-
fully gather around, but there is one boy who
looks on from afar with envy. The wordless
images vividly relate the boy’s expression, a mix-
ture of yearning and embarrassment. The children
who appear in the film are all from the village
where shooting took place and the merry-go-
round, while brought there for the fiming, appar-
ently so delighted the children that the brick mak-
ers bought it. Screened in the Drama section of
the 1994 Fim Festival of International Cinema
Students.
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® Divector’s Statement

I enjoy watching movies for their possibilities,
believing that film is an art form, and that’s why
only a good filmmaker can create a distinctive
film: a film with a personal sign mark, a film
with a fingerprint.

That is the most difficult thing to learn and
practice, because the world seems to lead us to
one general idea. I will always hope to make
films about my people and my country’s point
of view, and maybe someday understand my

own sign mark and know my fingerprint.
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Director: Park Chan-kyong

Script: Shin Jung-won

Photography: Paik Jong-hak

Editing: Park Chan-kyong; Shin Jung-
won

Sound: Shin Jung-won

Print Source: Shin Jung-won
Socho-gu, Socho 4-dong, Sampoong Apt.
17-1302, Seoul SOUTH KOREA

Ph: 82-2-5623-6211 (home)

Fax: 82-2-593-4520 (office)

South Korea /1992 / Korean / Color /
16mm/ 9 min
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e Park Chan-kyong

Born in 1965 in Seoul. Attended Seoul National
University where he received a B.F.A. in Fine Art
with a specialty in Western painting in 1988.
Currently working towards a M.F.A. in Art at the

California Institute of the Arts. Active as an artist,
filmmaker, and art critic.
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Director, Script: Luis Thadeus
Ermitaio

Photography: Luis P. Quirino, Regiben
Romana

Editing, Music, Sound, Cast:

Luis Thadeus Ermitafio

Producer: Cultural Center of the
Philippines

Print Source: Luis Thadeus Ermitafio
209 Pasadena Drive, Unit P04, San Juan,
Metro Manila, 1500 PHILIPPINES

Ph: 63-2-7218716 / Fax: 63-2-8911187
Philippines / 1994 / English /
Color/16mm /11 min

O R BT IR -
INIF—=3
1964F £ 5N, 711
ELRKBTHERZLTS
M8, ZD%1989F
EVIIT 7 2 RER
 BECETAT-7 Y3
T 2D T -7

MERMIN 518

o Luis Thadeus Ermitafo

Born in 1964. Finished a Bachelor’s degree in
Philosophy at the University of the Philippines.
Took the Mowelfund Basic Film and Video work-
shop in 1989 and other workshops since then.
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Director, Script, Photography,
Editing, Sound: Park Ji-hong
Cast: Cho Moon-young
Producer: Park Ji-hong

Print Source: Park Ji-hong

| Kaywon School of Art and Design
San 125, Naeson-dong, Euiwang-shi
Kyunggi-do, 437-081 SOUTH KOREA
Ph: 82-343-20-1853

Fax: 82-343-24-7509

South Korea / 1992 / Korean,
English / Color / 16mm /9 min
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e Park Ji-hong
Born in.1961 in Seoul. After graduating with a
B.A. in Cinema from the State University of New
York at Binghamton in 1988, went on to the
School of the Art Institute of Chicago to earn an
M.F.A. in flmmaking in 1991. His films have been
shown widely in the United States and Europe.
Currently teaches in the Fim and Video
Department of the Kaywon School of Art and
Design.
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Commentary Bl Starting with a phonic similarity
in Korean between “Coke” and “cock,” Park
Chan-kyong dazzles us with a myriad of visual
and linguistic puns that create connections
between U.S. commercial imperialism (represent-
ed by Coca-Cola), sex, war, and state oppres-
sion, all the while posing for us the question
whether any of this translates into Korean. Park
inserts his film into this semiotic gap, less as
counter-argument than as a parodic fifth-column,
playing with existing signs—Park’s documentary
facts—in order to expose their absurdity in a
Korean context.
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® Divector’s Statement

Seldom do Koreans distinguish between the
pronunciation of coke and cock; instead, both
are prounced “kok.” I have found this fact
interesting because Coca-Cola is the chief sym-
bol of Western influence and “cock” can mean
the male reproductive organ or can be used as a
prefix for words with related meanings.

This film reflects the Korean situation in the
early 1990s, when the authoritarian structure
was moving rapidly from relying heavily on vio-
lent state apparatuses to a way more psychologi-
cal and aesthetic. Hence I found the overlap of
“microscopic” power important and tried to
reconstruct the produced effect instead of con-
trasting it with anti-propaganda.

In contrast to the commodification of women
and commodity fetishism shown in this adver-
tisement, I tried to put the image back into the
ontological sense of a black comedy. Through
estrangement of meaning, as well as clashes and
serial displacement of words, images, and
sounds, I tried to break down its mythological
system and reveal the inter-relationship among
sexism, mass media, and their political effects.
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Commentaryl Less a documentary than a
marvelous if irreverent parody of science films,
Tad Ermitafio’s experimental short is a humorous
meditation on time, politics, and point of view in
cinema. Hoping to send a message back in time
by equipping the camera to shoot through Rizal's
portrait on Philippine money, Ermitafio plays with
the boundaries of different points of view: Rizal’s,
that of Philippine politics, the camera’s, the film-
maker’s, and ours—as well as with the temporal

relations between them. Left in the end with a
failed experiment and a discarded sandal,
Ermitano seems to ask us what our role is in
interpreting the data documentary gives us.
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® Director’s Statement

The title translates as “Sending Messages
Back in Time.” The film is a record of my
attempt to communicate with Jose Rizal, the
Philippine National Hero, who was executed in
1896. No evidence was planted, and nothing

was staged. I wanted to examine certain aspects
of Philippine history, and at the same time to
use the scientific method to spoof/question tra-
ditional notions of science and history (causali-
ty, fact, and objectivity among them) on which
documentary itself is founded. Perhaps it might
be called a meta- or conceptual documentary?

BB R X2 —ICB I BERFEOHR
MEFIRGIE2RT5/87 « SHRCOERIE. 1A
DLEHIECIBGEE. S 3—J1 2 RIDY R
> FARDER Y BOFTEERY. ABORD K¥ 1 X
AWM A=Y - ay hESLR—HY RL
THE D, DATOENE FHHEDH, FXDFEBIE
(L&) HEESE L BHOIR & BRARE & 2iFic
WMTBT7 171 AL EREM DD, ERINEE
EMRDIFIAEVWSHERT 25D ERD 2HED
RTREZMEIEH IS 2B LVWEEIERADY &
AT 3,

Commentary lProviding a powerful example of
the use of experimental form in documentary,
Park Ji-hong’s film intercuts shots of an actress
with documentary images of mannequins in store
windows, prostitutes on display in a red-light dis-
trict, and meat in a butcher shop, all shot using
only lateral and vertical camera movements. The
formal similariies make connections between
consumerism, male scopophilic desire, and
fetishization of the female body, offering a subtle
critique of the roles Korean women must play in a
society contradictorily demanding both traditional
chastity and the satisfaction of male sexual

desire.
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® Director’s Statement

The camera movements, limited to pans and
tilts, consciously imitate the rectangular movie
screen which is often compared to a window by
film scholars. The (male) spectator looks at a
peep-show through the screen/window in the

darkness. His desiring vision, restricted by the
camera movements, indulges in the man-
nequin/rose/prostitute/meat/female body in the
showcase. Both the audience and the simplified,
objectified actress have no choice. The disso-
nance between annoying mechanical noises and
sweet melodies, melded with the combination of
image and text, produce harmony and dishar-
mony and thus a distance between the film and
the audience. The distance dissolves the film’s
suppressed form and leads the audience to an
active viewing experience.
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Directors: Kasemson
Brahmasubha, Chavalit
Sattamsakul, Yonghong
Sae-Tiew, Paisith
Panprueksachad

Print Source: Goethe-
Institut, Bangkok

18/1 Soi Attakarnprasit
Sathorn Tai Road

Bangkok 10501 THAILAND
Ph: 66-2-286-9002 4

Fax: 66-2-287-1829
Thailand / 1992 / Thai /
Color/ 16mm /10 min
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e Kasemson Brahmasubha

Chavalit Sattamsakul

Yonghong Sae-Tiew

Paisith Panprueksachad
Kasemson Brahmasubha, Chavalit Sattamsakul, Yonghong
Sae-Tiew, and Paisith Panprueksachad took part with 28
other Thai fimmakers in a workshop organized by the
Goethe-Institut at the National Film Archive in Bangkok
between November 1991 and January 1992. Guided by
German experimental fillmmaker Christoph Janetzko, the par-
ticipants from various backgrounds formed teams to produce
eight colloborative films.
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Embracing

Director, Script, Photography, Editing, Music,
Sound, Producer: Kawase Naomi

Print Source: Kumie

1034 Kita Tenman-cho, Nara-shi 630 JAPAN

Ph: 81-742-23-2557 / Fax: 81-742-23-2557

Japan /1992 / Japanese / Color / 16mm
{orig: 8mm) / 40 min

Katatsumori

Director, Script, Photography, Editing, Music,
Sound, Producer: Kawase Naomi

Cast: Kawase Uno

Print Source: Kumie

Japan / 1994 / Japanese / Color / 16mm
(orig: 8mm) / 40 min
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Director: Sokly “Don
Bonus” Ny,

Spencer Nakasako
Photography: Sokly “Don
Bonus” Ny :
Editing: Ruby Yang
Producer: Spencer
Nakasako

Print Source: National
Asian American
Telecommunications
Association (NAATA)

346 9th Street, 2nd Floor, San
Francisco, GA 94103, USA
Ph: 1-415-863-0814 / Fax: 1-

415.863-7428

USA / 1995 / English,
Cambodian / Color /
16mm / 58 min
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e Sokly “Don Bonus” Ny

Born in Cambodia and came to the US with his family when he was six.
Participated in the Vietnamese Youth Development Center's Summer Peer
Resource Program where he directed his first video PUNK! Was accepted
to and received a full scholarship to the California Institute of the Arts’ sum-
mer intensive fim/video art program. Is currently taking courses at San
Francisco City College.
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o Spencer Nakasako

Has worked on almost every facet of filmmaking. Wrote the screenplay and
co-directed Life is Cheap . . . But Toilet Paper is Expensive (1991) with
Wayne Wang, with whom he also assisted on Eat a Bow/ of Tea (1989) and
Slamdance (1988). Has produced and directed two award-winning docu-
mentaries, Monterey's Boat People (1984) and Talking History (1986). Has
taught video production to at-risk refugee youth in San Francisco for the
last four years.
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Commentary lA cooperative work produced in
a Goethe-Institut workshop, Telechante is an
experimental critique of the role of technology in a
deeply religious society. Beginning with serene
documentary images of temples and monks, the
film begins to accelerate with the appearance of a
radio, turning into a disconcerting chant intoning

ironic praise of what may be the new Thai god:
television. Combining subtle montages of mod-
ern circuitry and traditional religious artifacts with
rhythmically edited negative footage, Telechante
uses a modern medium, the cinema, to question
the transformation of the religious image.
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® Directors’ Statement

What would happen if doctrines, prayers, and
rituals were combined with modern technology,
a totally different science? There are many dif-
ferences between past and present, sight and

visual signals, prayers and sound signals, the
white string held by chanting Buddhist monks
and electric wiring. The manipulation of sight
and sound shows how modern technology is
abused to mislead people who have deep-rooted
religious faith.
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e Kawase Naomi

Born in 1969 in Nara. Produced several works while
studying in the Faculty of Film at the Osaka Institute of
Photography. Worked as a lecturer at her alma mater
until March 1995. Her private documentary Embracing
was awarded the 1992 Encouragement Prize at the
Image Forum Festival, and toured 15 locations nation-
wide. Katatsumori, made in 1994, was shown in
Tokyo and Osaka, invited to film festivals in Japan, and
was nominated to the Competition program of the St.
Petersburg International Film Festival in Russia.
Currently preparing her new film Sprouting Sparrows.
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Commentary llIn a situation where many young
Japanese fimmakers—especially women—are
rejecting traditional documentary to turn the cam-
era on themselves and their own lives, Kawase
Naomi has stood out for her kind-hearted and
often innocent portraits of herself and her family.
Never descending into the gross, narcissistic sen-
sationalism of many Japanese contemporary per-
sonal fimmakers, Kawase's Embracing and
Katatsumori reveal a confident mastery of image,
sound, and filmic structure which approximates a
heart-felt letter instead of a tabloid expose, a cin-
ematic style that embodies Kawase'’s affection for
those dear to her.

BN &I

lzo2Fh<] 13, RAZELHRVEGTORE
FELHET EVW) DT WL A RS 2 &
TRBUCZO K ER = D7EHY, FADSZ DR % 4%
STULYTZWIE, ol 7072 L
B BIZELT

[H7z2b 0] ZHsHLhT, B GERE) oM
iz Eid, moMFHIZ b LR Sk v, hFhT
ZDHEVHE L THBZENTE, HBERE
Wi A ORIRE . ZoEMPRE, $o 20 b
SEFITTWI S LIS,

® Dirvector’s Statement

Embracing was a search for the father I'd
never met. Through making the film, I was
actually able to come across my father, but I am
certain that what I found through this film was
somewhere else.

In shooting Katatsumori, 1 realized that such
things as the gardenwork of my grandmother
(who is also my foster mother) are irreplacable
and precious. Even after this film, I shall contin-
ue dealing with this relationship between my
grandmother, myself, film, and the Other.
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Commentary Ml Documentaries on inner-city
youth are not uncommon, but most fail to offer a
real sense of knowing their subject, of stepping
into their shoes and living their life. Coming from
outside, the director may produce a professional
work, but it can often only seem condescending
or hypocritical. In contrast, a.k.a. Don Bonus,
filmed by an an inner-city youth himself, may dis-
please those with a fetish for style, but its rough,
home-movie photography does more to relate
the story of a teenage, Asian immigrant on the
margins of American society than any documentary

has done so far, reminding us of how important
point of view is in documentary’s quest for the
truth.
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® Director’s Statement

In the fall of 1992, I gave Sokly “Don Bonus”
Ny, an 18 year-old, at-risk Cambodian refugee
in the VYDC group, a camcorder to document
his senior year in high school. My idea was to
allow Don to express his own story and point of

view, while providing him with guidance on
technical issues and dramatic story structure.
Taking advantage of the technological advances
of the hand held Hi-8 camcorder, we were able
to shape a different form of storytelling. Don
videotaped his actual spontaneous interactions
“in his world,” his family, friends, and teach-
ers—as he lived his story. The result is a one-
hour subjective documentary, a.k.a. Don Bonus,
that gives you a view of life through the eyes of
a teenager in a way that a traditional production
process could never capture.

— Spencer Nakasako
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Director: Phillip Lim

Photography: Ishamudin Bin Aminuddin
Editing: Wee Tchai Boo, Hendry Keck
Music: Joyce Koh Sound: Wilfred Woo
Print Source: Phillip Lim

Block 155, Bishan Street 13

#20-80, SINGAPORE 2057

Ph: 65-269-9821 / Fax: 65-287-7353
Singapore / 1995 / English / Part-
color/ VHS / 7 min
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e Phillip Lim
Graduated from the Art Institute of Chicago
with a Bachelor of Fine Arts in 1991. A
painter, he studied painting at La Salle
College of the Arts, Singapore. Now works
mainly in the film and video medium. His
works have been shown locally and abroad at
the 5th Fukui International Video Festival, the
Malaysian Video Art Festival, and the Kwangju
Biennial.  Professionally a producer in the
broadcast industry.
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Editing: Song Hsun-chen, Lei Chen-

Print Source: The Central Motion
Picture Corporation
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Director, Script: Lai Fong-chi EH163 U EHEBRERES, 109452550163
Photography: Yu Chin-hsiung | BIBAE [Unforgetiable] % B5%,

ching, Chen Hsiao-ton e Lai Fong-chi
Music: Decca Records Taiwan Ltd. Born in 1959. Graduated from the Taiwan National
Sound: Hu Ting-i, Shih Yang-sung Acadeqn%{v off lArts \ndlndustri?\ Art and worgtecjj indcfolm-
o do ok . merica iim production for six years. Studied film-
Fragie s g B making in Chicago and San Francisco producing short
video and film works. His Ephymera received the 1992
- Golden Harvest Festival Special Award for Best 16mm
8F, No. 116, Han-chung St., Taipe Film and was shown at the Taipei Golden Horse Film

TAIWAN Festival. Duckweed, originally a 20 minute student film,

= 16mm/ 56 min

Ph: 886-2-371-5191 was modified to 41 minutes in 1992 and was awarded
Fax: 886-2-331-0681 Best 16mm Experimental Fim in the 1993 Golden

Taiwan / 1993 / Mandarin / Color/ Harvest Film Festival. Directed Unforgettable in 1994,
a 25 minute dramatic film shot on 16mm.
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Director: Jill Misquitta

Script: Cyrus Mistry

Photography: Navroz Contractor
Editing: Deepak Segal

Music: Dinshah Sanjana

Sound: Inderjit Neogi

Producer: Sorab Irani

Print Source: Malti Sahai/Ajir Gupta
Directorate of Film Festivals,
Ministry of Information and
Broadcasting

4th Floor, Lok Nayak Bhawan
Khan Market, New Delhi 110003 INDIA
Ph: 91-11-4618530 / Fax: 91-11-4623430
India/ 1994 / Hindi / Color / 16mm/
52 min
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e Jill Misquitta

Studied Direction at the Fim and Television
Institute of India, Pune. Her diploma film was
adjudged the best film of the year in 1981, and was
subsequently screened at various prestigious inter-
national film festivals. Apart from short films, ads,
and AVs, has directed two long documentaries in
U-matic video: Bombay, Our City—A Lesson in
Geography, and Streets Alive!, a study of
Bombay's street children. Author of several award-
winning scripts for features and documentaries,
including Joyce, Aadhi Hageeqat Aadha Fasana,
and Percy (in collaboration with Cyrus Mistry).
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Commentary l Multiple images, layered one
over another as in a palimpsest, slowly transform
before our eyes: a still photo of a street, words on
the turning pages of a book, dream-like moving
images illustrating the book’s story. Phillip Lim’s
experimental video investigates the limitations of
words and images in narrating personal autobiog-
raphy, contrasting child-like literary expression
with the visual eruptions of memory. In Lim’s
artistic vision, images operate like the disturbing
return of what is repressed in words—of what is
constrained by the law of the mother and social
propriety.
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® Director’s Statement

It is difficult to articulate the intentions of
Mummy Was Right.

A combination of technology, emotions,
images, circumstances, and constraints render
the video to a life by itself.

It has biographical and fantasy elements. A
form of exorcism of my frustrations and anger
towards a paternalistic society that degrades art
and its related media into crass entertainment
and propaganda.
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Commentary ll Work related to death is usually
saddled with a negative image, labeled impure
and taboo. These two women, however, whose
occupation is to prepare corpses for the funeral
by cleaning the body, putting on clothes, and
shaving a beard if it is a man or applying light
make-up if it is @ woman, narrate an accumula-
tion of normal, everyday events. The daily com-
mute, meals at work, conversations with their
daughters or relatives, trivial memories. What
comes to the surface amidst this work’s quietly
flowing, leisurely sense of time is these women’s
toughness, the weight of everyday existence, and
the profound feelings towards life and death

developed through ordinary life.
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® Director’s Statement

The film looks at and tries to understand the
life of two funeral parlor beauticians. Liu Su-
ying and Liu Kuie-lan work respectively for
Taipei’s First and Second Funeral Homes. By
means of their monologues, the film lets them
recall their childhood memories and talk about
the changing times, making house, building
families, marriage, divorce, maintaining the sta-
tus quo, work and its attendant pressures, pro-
fessionalism, self-protection, and life in the pre-

sent and death in the future. From their experi-
ences, we see them cope with their environment
and build up self-confidence and self-aware-
ness.
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Commentary lThis portrays the life of the many
extras who work on the fringes of Bombay cine-
ma, the world’s biggest fim industry. Amidst a
system where they are used and thrown away as
day laborers, they call themselves “junior artists,”
form labor unions, and demand fair wages and
treatment. But reality is no piece of cake.
Although this is a serious topic, one is drawn to
the delightful direction which offers episodes both
oddly humorous, such as the failing macho man
who dreams of stardom, and dramatically effec-
tive, such as when the crew runs into a check-
point in a taxi on the way home at night.
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® Director’s Statement

As a filmmaker, I have always been drawn to
the documentary form because I live in a city
and country in which social problems have
assumed such monstrous dimensions that the
only way most of us can deal with the cruelty of
their insistent presence is by turning blind to
them or insensate. Film is such a powerful and

influential medium that I would like to dedicate
every work of mine to the larger task of chang-
ing the world in however small a way by chang-
ing my own and other peoples’ consciousness.
That’s why the research phase of making a doc-
umentary is the most important to me—I learn
so much as I work. If I can convey in the final
film even a fraction of what I have discovered
during research, I am satisfied.
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Director, Script: Jiang Yue
‘Photography: Bi Jian-feng I it S1E,SEE
Editing, Sound: Jiang Yue HEMBEO 707 1
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eJiang Yue

Born in 1962. Graduated from the Faculty of
Literature of the China Drama Institute. Joined
the Beijing Film Studio and worked in feature
film production. Began documentary work in
1991 as an independent film producer. Films
include Tibetan Theater Troupe of Lhama
Priests (1991), Barkhor, The Residents of
Lhasa’s Potala Square, and Catholics in Tibet
(1992, shown at YIDFF '93).
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Music: Freddie Aguilar E:Shmo?ggg legshc; I i
. i, Kikuchi orn in in Sendai, Miyagi Prefecture. After graduating
zg;l:du;ubota\(uko from Sendai Second Prefectural High School, entered the
Y = - - . Nihon University Faculty of Economics, but quit after joining
Producer: Shmorfuya Hiroshi Terayama Shuji's avant garde theater group Tenjo Sajiki. After
Print Source: Office Four going through various jobs, joined Dentsu Film Company (cur-
Fuyo-so, 9 Sugamachi, Shinjuku-ku, rently Dentsu Prox) on contract and began work in fim. The
Tokyo 160 JAPAN adult entertainment film The Experiences of Kyoko in 1986
Ph: 81-3-3354-3869 became his directoral debut. Directed Nikkatsu's roman-porno
Fax: 81-3-3354-3869 production Sleazy Roppongi Girl in 1987. After working on var-
. ; ious TV commercials and corporate PR videos, came across
Japari/ 1994 [ Japancee, / the independent chidren of Smokey Mountain in 1989 and
Tagalggl Part-color / 16mm decided to make a film. Has three sons and a daughter with

102 min his Filipina wife.
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Editing: Hong Hyo-sook, Kim Seon-a Columns] (1991). [’92 Rio Global Forum] .
Music- Kioi Mincook [54 Days: Record of a Summer] (1993) %,
Sound: Kim Jeong-yeop eHong Hyong-sook

Producer: Hong Byoung-hyeon, Cho Born in 1962, Graduated from Ewha
Han-gee Women'’s University in 1986 and went on to

Print Source: Seoul Visual Collective become General ‘D_irector of th_e Seoul Visuai
140-57. BF Kyedon . Collective, an activist organization supporting

. o 9 the production of documentaries and the
study of film theory. Works include: Battle
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Director, Script: Hong Hyong-sook
Photography: Hong Hyo-sook

Chongno-gu, Seoul SOUTH KOREA
Ph: 82-2-765-7611 / Fax: 82-2-3672-4970 Columns (1991), 92 Rio Global Forum (1993),
South Korea/ 1995/ Korean / and 54 Days: Record of a Summer (1993).
Color / U-Matic / 70 min
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Commentary BJiang Yue's The Other Bank is a
two-year record of the rehearsals and perfor-
mance of the eponymous experimental play
directed by Mou Sen, as well as the lives after-
wards of those involved. Intoxicated by the spe-
cial world Mou created for his ground-breaking
play, the actors—most of them new to Beijing
and training to be actors—suddenly have their
dreams shattered by the realities of the outside
world as they find themselves unemployed after
the play. Jiang's camera skillfully induces them
to speak frankly about their hopes and frustra-
tions, offering an emotionally powerful cross-sec-
tion of Chinese youth today.
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® Divector’s Statement

Supported and encouraged by friends for two
years, I've finally completed The Other Bank.
To make a documentary film is for me only a
beginning. The way I am about to take is proba-
bly a terribly dark and lonesome road.
Nevertheless, I am determined to walk this dim
path for as long as it leads me.
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Commentary M In 1989, at a garbage dump in
the north of Manila called Smokey Mountain,
there was a shanty town of over 20,000 squatters
who made their living by collecting garbage and
exchanging it for money. Here, a young Japanese
spent six years making a fim on the everyday
lives of the children who work picking up refuse.
Even amidst the horrendous stench, the miser-
able health conditions, and fights over garbage,
these children love their family, believe in love and
friendship, worry about raising children, and
dream of becoming successful. The image of

these children lying bare their own lives to the for-
eign film crew and revealing their emotions is,
coupled with the tenacity and affection of the
crew, quite moving.
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® Divector’s Statement

In January 1989, when I first lay foot in
Smokey Mountain, it was exactly like the hell T
had imagined. Yet the children lived their lives
vigorously, and their eyes were sparkling. And
so six years passed. This film is my first docu-
mentary. Through shooting this film, I learned
that cinema is the only existing means of com-
municating the atmosphere of a moment. I hope

to produce films untl I die that can stir the
human heart.
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Commentaryl Hong Hyong-sook and the
Seoul Visual Collective, shifting their emphasis
from film production to video activism, have pro-
duced a gentle but persuasive portrait of a strug-
gle for democratic decision making in post-mar-
tial law Korea. Instead of propagandizing the
farmer’s case with an intrusive voice-over narra-
tor, the filmmakers let the participants speak for
themselves while, in the end, standing on the
farmer’'s side. Their long-term commitment to
rural, agricultural life is reminiscent of the work of
Ogawa Shinsuke and radiates a similar human
warmth.
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® Director’s Statement

This documentary focuses on the current sit-
uation in Doomealee, where children, parents,
and the elderly are all united in opposition to
the closing of their school. The story is built
around two columns. First, we present as objec-
tively as possible the clashes between the par-
ents and the government, letting the viewers
choose sides. The second column portrays the
lives of the people in Doomealee, where about

100 farming families reside in two mountain
valleys. They are young farmers who lead the
villagers in their campaign to reopen their
school, the mother/teachers who supplement
their deficient teaching skills with their love for
their children, and the children who still wait for
the day they can return to school.
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Let Us Be Together—A Struggle for
Equal Schooling
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| Director: Yamazaki Tadashi

Photography: Yamazaki Tadashi, Matagawa

| Hosei, Samurada Jun’ichi, Yanaka Shigeki,
. others

Editing: Yamazaki Tadashi

Sound: Takahashi Hiromichi, Matsui Yukio
Narration: Yamazaki Tadashi

Producer: Yamazaki Tadashi

Print Source: “A Struggle for Equal
Schooling” Production Center

4-26-24-202 Eifuku, Suginami-ku, Tokyo 168
JAPAN

Ph: 81-3-5376-4253

Japan / 1995 / Japanese / Color / 8mm /
57 min
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e Yamazaki Tadashi
Born in 1961 in Tokyo. Graduated from
the Western Culture Department of the
Waseda University Second Faculty in
1987, and entered the Japan Academy
of Visual Arts. In the summer of 1989,
looking for a theme for his graduation
project in documentary, he encountered
Sano Yusuke and his mother, and decid-
ed to produce an independent film.
Continued shooting until spring of 1992.
After much contemplation in the compo-
sition and editing stages, Let Us Be
Together was completed in 1995.
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Bumming in Beijing: The Last
Dreamers
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Director, Script: Wu Wenguang
Photography: Lu Wangping
Editing: Wen Bing

Sound: Wen Hui

Producer: Wu Wenguang

Print Source: Wu Wenguang
Documentary Film Workshop

No. 4-501 Keying Sushe

79 Binjiaokou Hutong Xinwaidejie
Beijing 100088 CHINA -

Ph: 86-10-201-4341 / Fax: 86-10-201-4341
China/ 1990/ Chinese / Color /
Betacam SP / 70 min
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Director, Script: Wu Wenguang
Photography: Zheng Hao

Editing: Wen Bing

Sound: Wen Hui

| Producer: Wu Wenguang, Zhang Yi
| Print Source: Wu Wenguang

Documentary Film Workshop and
Dragon Films Inc.

GS Heim lkebukuro 303, 1-22-1 Higashi
Ikebukuro, Toshima-ku, Tokyo 170 JAPAN
Ph: 81-3-3971-8677 / Fax: 81-3-3971-8975

| China/ 1995 / Chinese, English,
. German, French, Italian / Color /
. Betacam SP /170 min
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e Wu Wenguang
Born in 1956 in Yunnan Province. Went to the
countryside after graduating from high school
in 1974, and worked as an elementary school
teacher for three vyears. Entered the
Department of Chinese Literature at Yunnan
University in 1978, and graduated in 1982.
Taught at a junior high school for three years,
and joined Kunming Television in 1985 to
work as a news journalist for three years. Left
the company in 1988, and became an inde-
pendent documentary filmmaker and free-
lance writer. Works include Bumming in
Beiing—The Last Dreamers (1990); 1966, My
Time in the Red Guards (1993, winner of the
YIDFF '93 Ogawa Shinsuke Prize); and At
Home in the World (1995).
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Commentary l19 year-old Yusuke, who suffers
from mental and physical disabilities (cerebral
palsy), and his mother Sayoko. Not wanting to be
set apart just because he is disabled, Yusuke
hopes to go to high school with children his own
age, so he attends “on his own” a regular high
school everyday. This fim records his six year
long trek on 8mm film. While untiringly collecting
the reactions of teachers and the authorities—the
school officials who yell at Yusuke, “Trespasser!
Get out of here!l”; or the regular high schoolers
who whisper, “How depressing!"—the film pur-

sues in detail his struggle for equal schooling.
While never flaunting his uniqueness, the filmmak-
er vividly relates his own feelings and uncertainty.
The fim was begun as a graduation project for
film school, but was completed as an indepen-
dent production with financial donations from
friends.
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® Divector’s Statement

For someone like me, who was confounded
by having a strong ego, yet cowardice towards
others, movies were not only a dream-world
that could put reality at a distance, but also a

monitor showing the unknown reality on the
other side of everyday life, teaching me the
depth of society and humankind, and guiding
my life. The reason such a weakling like me
could step into the world of film production
which I marvel to no end, is the inspiration
given to me by filmmakers who have continued
to create unique documentary works. In addi-
tion, my meeting with Yusuke encouraged me
to turn away from the insecurities of being and
fundamentally affirm existence.
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Commentary @ After awarding him the 1993
Ogawa Shinsuke Prize for 1966, My Time in the
Red Guards, we are proud to offer this year a
special screening of the works of Wu Wenguang,
the leader of the Chinese independents. In his
Bumming in Beijjing, shown here in a newly short-
ened version, five men and woman the director’s
age, all of whom drifted into Beijing from the
country carrying dreams of success as artists,
talk about their life in Beijing and their hopes for
the future. In At Home in the World, Wu again
pursues the five who have met with great
changes in their life, four having moved to the
U.S. or Europe with only one staying in Beijing.
The two works offer deep insight into the figure of
contemporary young Chinese artists who have
left their homeland to spread throughout the
world. All this overlaps with Wu's complex rela-
tionship as a fimmaker with foreign countries:
although he could not show his work publicly in
his own country, he could broadcast a short ver-
sion of At Home in the World on Japan's NHK
Television following his triumph at Yamagata.
While everyone keeps an eye on the ability and
enthusiasm of Chinese independent filmmakers
striving to produce video documentaries, the
influence of the man in the lead, Wu Wenguang,
is still considerable.
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® Director’s Statement

Five years ago, I completed my first film as an
independent filmmaker, Bumming in Beijing.
This was the story of five young artists from the
country who lived as drifters in Beijing while
pursuing their artistic ideals. The narrative
ended with one character remaining in Beijing,
and the other four leaving China through mar-
riage with foreigners or study abroad. Four
years later, in 1993, I began shooting their life
story once again.

There is no end to their story. Whether it be
physical or spiritual, their drifting shall continue
on. What I in fact wanted to portray was the
“continuous drifting” of the Chinese people at
the end of the century.
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Cinemaya, the Asian film quarterly
magazine published in India, has
issued with the cooperation of the
Yamagata Film Festival a special
issue focusing on the state of Asian
documentary.

L& H+E,/Contact:

Cinemaya

B 90 Defence Colony
New Delhi 110024 INDIA
Phone: 91-11-461-7127
Fax: 91-11-462-7211
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7 I BEEELBES / Jurors for New Asian Currents

H#11ES% / Tamura Masaki
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® Juror’s Statement

It’s so often said these days ... well, actually it’s been said for a long time now,
that “Japan is not looking towards Asia.” That is in fact the case, and such a Japan
is being viewed by Asia in return.

When one must view Asia (including works from Japan) and select—to have to
isolate something more true, so to speak, or something “aimed at tomorrow,” out
of the various realities of so many artists—what a heavy load to carry! Of course I
myself belong to the creative side of filmmaking; things I'd been aware of only in
relation to myself at work will have to be made “conscious” some way or another
in other people’s works from the other side of the spectrum.

On the other hand, this could be one of those “Secret Pleasures of ...” things ...

“New Asian Currents” will no doubt surprise me with its shimmering beauty.

9%« P4>U2 / Wong Ain-ling
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® Juror’s Statement

Nowadays, Asian cinema is a hot topic. But what is Asian cinema? I have
no clue about it at all. Sometimes, stepping out of the cinematic world of one
country and plunging into that of another could be a very “surreal” experience.
The Asian territories are so vast, their cultures so diversified and rich, that it is
almost obscene to claim (or even to think) that we can grasp the essence of differ-
ent cultures through filmic images.

There is a Chinese saying: you realise how little you know only after you
started to learn. This is exactly what I feel now. I remember that when I first
began programming Asian cinema for the Hong Kong International Film Festival
some five years ago, the map of Asia in my heart only had colors for a few familiar
places. The years went by and my private map got more colorful. There is simply
too much out there. Fortunately, cinema continues to amaze.
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e Tamura Masaki

Born 1939 in  Aomori  Prefecture.
Cinematographer. Began his film career in
puppet animation, later moving on to
extensive documentary work with Ogawa
Shinsuke. Photographed  most  of
Ogawa'’s films in Sanrizuka and Yamagata.
Other works include: Assassination of
Ryoma (1974) by Kuroki Kazuo, A Farewell
to the Land (1981), Himatsuri (1984), Pao
Janfu ~ (1995)—all by  Yanagimachi
Mitsuo—and  Untamagiru  (1989) by
Takamine Tsuyoshi.
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e Wong Ain-ling

Born 1952 in Hong Kong. Studied French
and fim studies in Paris from 1976 to
1983. Started a regular arts film program
for the Hong Kong Arts Centre in 1987.
Joined the Hong Kong International Film
Festival as Programme Coordinator for
Asian cinema in 1989.
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| find all demonstrations of commemoration
dangerous and fallacious.
What’s good of them? Oblivion Forever.
—— Luis Bunuel
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The

Lumiére Brothers
and Their
Cameramen

When the phrase, “The Films of the
Lumiére Brothers,” is generally spoken, the
content is completely different than the
meaning of “The Films of Mélies.” The 1422
films are listed in the Catalogue Lumicre
(and more than 500 films are produced other
than listed in the Catalogue), while M¢lies
made only over 500. In M¢li¢s’s case, he
mostly managed producing, scriptwriting, set
design, direction, and acting by himself,
while in the case of the Lumiére brothers, the elder brother
Auguste Lumiére, for instance, shot only one film and it is
said that Louis Lumiére filmed about 40 works. All the rest
were filmed all over the world by the cameramen they
trained.

Méliés didn’t only make his films by himself, he had his
own theater and managed it with his own hands. The
Lumiére brothers, however, produced a concession system
and left all screenings to others, taking 60% of the revenues
as their share. What is surprising is that they did not even
participate in the world’s first paid exhibition in the “Salon
Indien” in the basement of the Grand Café in Paris on
December 28th, 1895. They entrusted exhibition to an
agent in each locality: the Paris agent was Clément
Maurice, the man who set aside the Salon Indien. In addi-
tion, to take charge of projection and to supervise the box
office receipts, the Lumiéres sent cameramen everywhere.
These cameramen at the same time filmed the sights of
every location in the world and sent them back to the home
company. The body of work thus produced is “The Films
of the Lumiére Brothers.”

The person who became the agent in Japan was Inahata
Katsutaro. He arrived in Kobe harbor on January 9th,
1897, carrying the Cinématographe with him. The cam-
eraman who was sent with him was Constant Girel.
Inahata, who had lived in Lyon as a Kyoto Prefectural
Study Abroad Student from 1877 to 1885, was an old
friend of Auguste Lumiére. Girel left Japan in October
1897, leaving (in terms of what still exists) at least 18
films. The second cameraman that the Lumiére Company
sent was Gabriel Veyre who was in Japan from October
1898 to March 1899. He was a very spectacular presence
in the Lumiére Company, leaving splendid images from
his journeys to such places as Central and South America,
North America, and Indonesia.

At present, the copyright for the Lumiére films is pos-
sessed by the Association Freres LLumiére and is managed
by the Centre National de la Cinématographie (CNC).
The program this time was selected by the Japanese side
after negotiations with the CNC and is presented with
newly struck prints directed to a Japanese audience.

Program Organization:

1. Grand Café program: The ten films first shown in the
world, including Sortie d’usine, Le jardinier, and Repas de
bébé.

2. Classic Lumicére: 20 famous works like Partie d’écarté,
Panorama du Grand Canal, Arrivée d’un train a La Ciotat,

1) 2. 3 =— )L Wi}/ Lumiére Brothers
Collection Institute Lumiére

PARMNSTT MR Y —
Collection Institute Lumiére Lyon
© Héritiers Lumiere

and Entrée du Cinématographe.

3. Osaka Program: The 21 films first shown in Osaka
from the 15th of February, 1897, including: Venise:
Tramway sur le Grand Canal, Panorama de arrivée en gare
de Parrache pris du train, and Picadilly Circus.

4. Veyre’s World Tour: 20 films taken in Mexico,
Canada, and Indonesia by Gabriel Veyre, who was also
active in Japan, including Baignade de chevaux, Le Village
de Namo: Panorama pris d’une chaise a porteurs, and
Fumerie d’opium.

5. “Meiji Japan” Complete Edition: The following 33
films that were the first ones shot in Japan:

Diner japonais, Repas en famille, Arrivée d’un train,
Déchargement dans un port, Un pont a Kyoto, Une rue a
Tokyo, Procession shintoiste, Danseuses japonaises, Les Ainus
a Yéso I, Les Ainus a Yéso II, Lutteurs japonais, Escrime au
sabre japonais, Une scéne a thédtre japonais, Acteurs japonais:
Danse d’homme, Acteurs japonais: Exercice de la perruque,
Acteurs japonais: Bataille au sabre, Danseuses: La dance des
éventails, Sortie d’un temple shintoiste, Une rue a Tokyo I,
Une rue a Tokyo II, Une avenue a Tokyo, Une place publique
a Tokyo, Station de chemin de fer de Tokyo, Danse japonaise:
L. Kappore, Danse japonaise: II. Harusame, Danse japonaise:
III. Geishas en jinrikisha, Danse japonaise: IV. Finku, Danse
Japonaise: V. Gosho Guruma, Chanteuse japonaise, Japonaise
Jaisant sa totlette, Retour des courses, Récolte du riz, Moulin a
homme pour Parrosage des riziéres.

—Koga Futoshi
Presented by:

Committee for the Centenary of Cinema
Asahi Shimbun
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7 Spedres == Transfigurations in Electronic Shadows
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| find all demonstrations of commemoration dangerous and fallacious.
What’s good of them? Oblivion Forever. — Luis Bunuel
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Film festivals around the globe are celebrating the 100th
anniversary of the invention of cinema, and each is faced
with the same dilemma. How does one summarize such a
long, complex history in a single, ephemeral event? The
easy way around this problem is simply to throw together a
retrospective of old films. Another alternative is to ask what
the essence of cinema is, and then pretend you’ve discov-
ered it.

At Yamagata, we have striven for a more thoughtful
approach, one summed up by Ueno Toshiya in his essay
“The Beginnings of Cinema, the Outside of Cinema.” This
event is the end-product of over a year of intense discussion
about the history of documentary, its meaning for today,
and its import for our future. As a matter of course, this
demands the acknowledgement of the crucial role of video
and digital technologies (ghosts) for the nonfiction moving
image. For some, this will feel like a fatal choice, converting
the 100th anniversary celebration into a funeral. However, we
must recognize that the entire history of cinema has been a
constant process of invention, a story of emerging and dis-
appearing technologies. Furthermore, if we are to think
about what “documentary” means—without wasting time
conjuring up essential ideals—we may see that documentary
has to do with communication and a commitment to the
world, a stance that feels a tug toward the real (however it is
perceived). These kinds of artists will always be around.
Some of them will concentrate their energies on the medium
of celluloid. Others will look forward to the new forms of
nonfiction that emerge when the documentary attitude
meets new technologies, inventing novel ways of con-
fronting the changing world around them. There are
moments when this flux is in high gear, when ways of think-
ing and ways of representing thought and reality are rapidly
changing. Vertov worked during one of these periods, and
as we face the millennial pivot of the year 2000, we are
entering yet another. If we are to take Bufiuel’s warning seri-
ously, we must never look back at the past without thinking
about our future.

Our plans have gone through countless transfigurations,
settling into seven broad sections. These seven Spectres in
the nonfiction world are interlocking and interweaving, not
compartmentalized. If anything, this reflects the complexity
of documentary as an art form. Some of these themes will
seem obvious, but others will hold surprises. All of them
contain a healthy mix of the rare, the unusual, the unknown,
and the classic. With that in mind, we offer 7 Spectres in
our world of Electronic Shadows.

—Abé Mark Nornes and Fukushima Yukio
7 Spectres Coordinators
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Commemorations of the “birth” of anything inevitably send
people scurrying on a search for “origin” and “essence.”
Just as we know there were many other inventors conceiving
the cinema simultaneously (even preceding the Lumiére
brothers), we must realize these celebrations of single “ori-
gins” are always suspicious. Indeed, the history of cinema is
a story of continual emergence and obsolescence. Cinema
has no “essence”; cinema is many things, and they are always
in transformation. Ever since people were shocked by the
dim images thrown on the wall of the Grand Café 100 years
ago, new technologies for making images move developed
along with new modes of seeing and expressing the world.
One hundred vears of beginnings! This section contains two
films pointing us in opposite directions: back to the emer-
gence of cinema and forward to an exciting future. The
Lumaére Brothers and their Cameramen reminds us how far
cinema has come in 100 years. WAX: Or the Discovery of

l-fgk [WAX- %5 L C OS] 13 ARH L o 728 |2 HEfiE | T Television Among the Bees hints at what the future holds in

Z2LDEFBL TV, +abb, BARATLTEZDZNE store for cinema, existing as it does alongside a multitude of
o BE AT D*—f—@t;%]\ oL BEAE LA B &3 i;t(l::lfj media and their alternative approaches to the “real
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Lumiére Brothers and Their Cameramen WAX: Or the Discovery of Television Among the Bees
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Il 1895-1900 / France / Japanese & French / silent with live piano
accompaniment by Yanagishita Mie / B&W / 35mm / 93 min

The invention of moving images took place in various countries
from Europe to America. Among these, the Lumiere brothers
have been labled the “inventors of cinema,” although this may not
necessarily be the case. This compilation features 104 actualities,
including the first shot in Japan.

2
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M Director: David Blair. Source: Uplink.
1991 / USA / English / sound / color / video / 85 min

With the development of video technologies and computer graph-
ics, the possibility of experiencing artificially created realities has
emerged.

WAX — BT L EDHR / WAX Or the Discovery of Television Among the Bees
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Grass
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1925F /77 4 1) ﬁ/ﬁﬁg—?%/TGmn}/EI%/ﬂ"f L b=o47J&
ENAY K- TNL=—K=2TUX1)/70p=EBH183~</
#2{3t : Film Preservation Associates
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B Direction & Photography: Merian C. Cooper and Emest B.

Schoedsack, with Marguerite Harrison. Source: Film Preservation
Associates.

—%ZPB-Ya—

1925 / USA / English / silent, with live Iranian musical accompani-
ment by Behzad Mahmoud-Tabrizi / B&W / 16mm / 70 min at 18
fos

Although there were films made by adventurers on every scale
imaginable, Grass sits on the epic end of the spectrum. In this
classic documentary, adventurers/filmmakers Merian Cooper and
Ernest Schoedsack joined a Persian nomadic tribe on their annual
migration across rugged mountains and rivers to a fertile, grassy
plain.

Ty S5-I
Reassemblage
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M Director: Trinh T. Minh-ha. Source: Image Forum.
1982 / Senegal / English with Japanese subtitles / sound / color /
16mm / 40 min

With Reassemblage, Trinh threw a wrench into the cinematic
machinery which converts the unfathomable into the understand-
able, humans into categories of knowledge, and daily life into cin-
ematic spectacle.
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Circle of Looks

Documentary filmmakers have often turned their cameras to
things that fascinate them. Here the relationship between
who shoots and who is shot occurs in a politically charged
space. “Circle of L.ooks” examines the historical progression
of this relationship. Grass and other early films are filled
with an enthusiastic curiosity about the world. They
whisked viewers away on fascinating trips to far-away lands,
but at the same time hid their complicity with colonialism
and other relationships of exploitation. As academic disci-
plines like anthropology grew, the new genre of the “ethno-
graphic film” converted these objects of fascination into
objects of knowledge. This approach came under intense
criticism from films like Reassemblage, and ethnographic
filmmakers began exploring new methods through collabo-
ration and stylistic innovation. One outcome of this critique
was a turning back towards the self, often by people who
were always the objects of the filmmaker’s look. For exam-
ple, in Tongues Untied, Marlon Riggs stretches the possibili-
ties of documentary expression in his exploration of the
“self” that was always hidden in the face of race hate, fear,
and ignorance, bringing us full circle on this journey of
looks.

71X 0)%‘*#5‘& / The Weddlng Ceremony of the Ainus
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M Director: Himeda Tadayoshi. Source: Japan Foundation.
1971 / Japan / Japanese with English subtitles / sound / color /
16mm / 34 min

One of the first documentaries on the Ainu. While the typical
ethnographic film converted people into objects of anthropologi-
cal discourse, Himeda endeavored to film from the point of view
of his subjects, using words like “sympathetic” to describe this
collaboration. Features Kayano Shigeru, the first Ainu Diet mem-
ber.
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ollywood Home Movies

Through the cooperation of the Academy of Motion Picture
Arts and Sciences (the Oscar people), Yamagata presents
the amateur work of Hollywood’s finest talent. These rare
home movies are by people who knew what they were
doing! Filmmakers include:

@ William Wyler
@ John Huston
@ Alfred Hitchcock

7 Transfigurations in Electronic
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l Director: Marlon Riggs. Source: Signifyin’ Works.
1990 / USA / English / color / video / 54 min

As the late Marlon Riggs paints his self-portrait of a gay,
black man living in a world filled with discrimination and the
AIDS pandemic, he offers both a thrilling celebration of life
and a deadly serious exploration of American struggles over
race, sexuality, and freedom of expression.

The Home Movie

Despite being one of the largest bodies of nonfiction film,
the home movie has also been the most forgotten. This is
unfortunate, considering that beyond being precious histori-
cal documents, home movies are also an instance where the
cinema holds deeply personal meaning. There are as many
kinds of home movies as there are people. For example,
William Wyler’s home movies are a private diary of his fam-
ily, but they are also a record of the shooting of Ben Hur and
an example of his artistry with celluloid and light. However,
Hitchcock’s home movies catalog his possessions. Only
recently have filmmakers realized the decisive role of the self
in documenting the world around them. This is probably
why the riches of the home movie/video are finally being
discovered. This section has three parts: “Hollywood Home
Movies,” “Hidden Histories,” and “Enfants Terrible.”

3>+ ka1—X k> /John Huston
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The Log of the U-35
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M Director: Lothar von Arnauld de la Perriére. Source: Film
Preservation Associates.
1919 / Germany / English / silent / B&W / 16mm / 34 min at 18
fos

These are the home movies of a U-boat commander from WWI.
An avid amateur movie maker, de la Perriere maneuvered his
submersible to shoot his sinking targets from the best possible
angle. As we saw in the Gulf War, filmmakers can'’t resist the aes-
theticization of war equipment through the natural beauty sur-
rounding it.

[+RER] O—RBAFE =y Y
The “Saturday” Annual Picnic
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B Director: Nose Katsuo, with Nakai Masakazu, Nimura Takeshi,
Saito Raitaro / Source: Nose Kyo.
1937 / Japan / Japanese / silent with reconstructed soundtrack /
B&W / 8mm, shown on video / 12 min

Key o S ey T—)LBE

Nose and his friends were dissident intellectuals and amateur film-
makers. This playful record of their outings embodies their zest for
life and taste for modernist aesthetics, all amidst the dire political
situation of the late 1930s (all would soon be imprisoned).

AR ESINE - DDEHPDEE DD
Something Strong Within
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W Director: Robert A. Nakamura. Source: Japanese American
National Museum.
1994 / USA / English / sound / color / video / 40 min

Japanese Americans lost everything when they were forced into
camps during WWII, but a few resourceful inmates smuggled in
cameras. After these never-before-seen home movies surfaced in
recent years, director Nakamura compiled them for future genera-
tions to ensure this painful chapter in their history will not be for-

gotten.

Hidden Histories

Because cinema is one of the most expensive of the arts,
the history it presents has too often been that of the most
powerful in our societies. Much of what happens in the
world goes unreflected on the screen simply because it is of
no interest—or is too threatening—to the people who own
the cameras and the theaters. However, there have always
been amateurs and professionals that get around these
problems by exploiting the readily available technologies of
the home movie. In their work, we may uncover the hidden
histories of the world. These films and videos expand the
traditional definition of the home movie to include a diversity
as rich as documentary itself.
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B Director: Edvard Munch. Source: Munch-museet.
circa 1930 / Norway / silent / B&W / 9.5mm, shown on video / 10
min
The invention of photography and film had a vast impact on other
art forms. Munch was an avid amateur photographer who fully
integrated his hobby into his art work. One cannot approach
Munch’s drawing and painting without a detour through his pho-
tography and movie making.
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The Flying Virgin / Das Fliegende Maddchen
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M Director: Nose Katsuo. Source: Nose Kyo.
1935 / Japan / Japanese / silent with reconstructed soundtrack /
B&W / 8mm, shown on video / 7 min

An experimental documentary by a leftist amateur filmmaker
about a young streetcar guide who, thanks to playful editing,
“flies” through the streets of modern Kyoto.
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Moving Memories
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M Editing: Robert A. Nakamura. Source: Japanese American
National Museum.
1993 / USA / English / color and B&W / video / 31 min

© 0000006060606 0606000006000000000600060060600000 00

A compilation of prewar home movies shot by successful
Japanese Americans. Having been collected, preserved, and
massaged into this new documentary, these personal films have
been converted into public memory.
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B Director: Stan Brakhage. Source: Film-Makers' Cooperative.
1959 / USA / silent / color / 16mm / 12 min

With “birth, sex, death, and the search for God” as his subject
matter, Brakhage started with the materials every home movie
maker has—the vocabulary of human relationships—but translat-
ed these through his intensely personal artistic vision. Window
Water Baby Moving is Brakhage’'s “home movie” of the birth of
his first child.
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If Every Girl Had a Diary
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B Director: Sadie Benning. Source: Video Databank.
1990 7/ USA / English / B&W / Pixelvision, screened on video / 9
min
The tapes of Sadie Benning—shot with and edited in a toy cam-
era for children—are infused with the feeling of something com-
pletely new, perhaps because they are essentially home movies
that convert the mundane world of the American teenager’s bed-
room into a political and sexual battleground.
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W 1992 / USA / sound / color / video / 5 min

This short home video contains a knot of issues that cut to the
heart of documentary. Here we screen the uncut version for audi-
ences to consider the power of nonfiction as a tool for activism,
the effects of editing on understanding, and the use of home
movie/video technology for surveillance of the powerful by the
powerless.

Enfants Terrible

There is no busier intersection of personal and public histo-
ry than in the home movie/video. And we can find no more
intensely personal visions than those of George Kuchar and
Sadie Benning. These two artists take the lowest of tech-
nologies to the heights of creativity. They control every step
in the production, editing in the camera as they shoot, so a
work is done when they retrieve the tape from the machine.
They step out into public terrain with cameras in hand, but
our access to the world is always filtered through their
world—universes that are . . . unique, to say the least. In
100 years of moving images, there have been precious few
opportunities to experience something new and fresh on
the screen; Kuchar and Benning provide two challenging
moments for the 1990s.
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Cult of the Cubicles
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M Director: George Kuchar. Source: George Kuchar.
1987 / USA / English / color / Hi-8 video / 45 min

Kuchar takes his camcorder wherever he goes, editing in the
camera. This twisted tour of his friends’ apartments mixes the
vocabulary of the home movie with Z-grade horror flicks and
Hollywood melodrama.
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Jollies
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M Director: Sadie Benning. Source: Video Databank.
1990/ USA / English / B&W / Pixelvision / 11 min

Locking herself into her room and turning the camera on herself,
Benning draws us into the perilous world of a teenage lesbian (her
first tape was accomplished at the age of 16). In the lens of a toy
camera, she takes on the appearance of an embryo. On screen,
we witness an identity in the act of defining itself.
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M Director: Lowell Thomas. Source: National Film and Television
Archives of the British Film Institute.
1918/ USA / English / silent / B&W / 16mm / 3 min

The fim that helped launch “Lawrence of Arabia” to international
stardom. Lowell Thomas shot these two fims of Lawrence and
Allenbee at the request of President Wilson.
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A history of the nonfiction film would be incomplete with-
out interrogating the deadly companionship of war and doc-
umentary. Just years after its invention, cameramen were
recording the spectacle of human beings in conflict. Indeed,
one of the Lumiéres’ first films was a comedy about two
men fighting with a water hose, and actualities of the Russo-
Japanese War were only a few years off. Newsreels covered
all the major conflicts, but World War II sealed the close
relationship of documentary and warfare. The easy-to-con-
sume method of WWII propaganda set the standard for
documentary style for decades to come. There would be
struggles over film style, as well as struggles over history as
represented in film. Along the way, some of the best docu-
mentaries would be created, and also many of the most
frightening. In this section we provide an expansive
overview in three parts: “Fighting War,” “Fighting
Memory,” and “Cannibalism.”

Fighting War

The title “Fighting War” contains a double structure. On the
one hand, it refers to when the camera becomes an instru-
ment of propaganda, when documentary aids the war effort
and filmmakers deploy their cinematic weapons to promote
the fighting. On the other hand, “Fighting War” also
includes the more unusual efforts of some brave directors,
some risking their lives, to protest in the midst of wartime.
These directors often risk their lives to go against the fervor
of the times. At the same time, the question of which side
of the double structure a filmmaker is “fighting” on is some-
times uncomfortably ambiguous.

RO L HEAH
Russo-Japanese War Reminiscence

W 1905 &/ BA/16mm/BE/ Y1 L M/E5D/1Rt: 752 v
N BREE F I E AR
AGEMEOMRIEE LTV LG T EDER, —SBCY S
TDEEY - HH DN EREN,

M Source: Planet Bibliotheque de cinéma.
circa 1905 / Japan / Japanese / silent / B&W / 16mm / 5 min

These actualities of the Russo-Japanese War were incredibly
popular in Japan. The majority of Japanese films produced in
1905 were actualities or dramatizations of the fighting on the con-
tinent.
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With Allenbee in Palestine
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M Director: Lowell Thomas. Source: National Film and Television

Archives of the British Film Institute.
1918 / USA / English / silent / B&W / 16mm / 3 min

The companion piece to With Lawrence in Arabia. Both were
screened with an amazing spectacle that included fake Islamic
prayers and belly dancing.
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W Editor: Kamei Fumio. Source: National Film Center of the
Museum of Modern Art, Tokyo
1938 / Japan / Japanese / B&W / 16mm / 62 min

Kamei Fumio’s Shanghai is a propaganda fim on the surface,
but Kamei inserts a note of sadness and anger into the film
through clever montage. A classic of the Japanese documentary
tradition.

LBD#k L/ Battle of Shanghai
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W Producer: Department of Education. Source: National Film Center
of the Museum of Modern Art, Tokyo
1943 / Japan / Japanese / 16mm / sound / B&W / 15 min

A proud documentary made by the Department of Education
about its ceremony to celebrate the deployment of high school
boys to the World War Il front lines. Seen today, the film is aston-
ishingly depressing, as we know that few of these young students
ever returned.
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B Director: Li Minwei. Source: Li Family.
1937 / China / Chinese / sound / B&W / 35mm / 25 min

Li Minwei, one of the pioneers of Chinese cinema, produced this
angry documentary about the violence of the Japanese invasion
of Shanghai.
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Listen to Britain
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M Directors: Humphrey Jennings and Stewart McAllister. Source:
Film Preservation Associates.
1942 / Britain / English / sound / B&W / 16mm / 19 min

© 000000000000 0000000000600000060000060600000

Made at the height of World War I, Listen to Britain appeals to
the British people to contemplate their culture during its deepest
crisis. Jennings eschewed the noise of propaganda, and presents
Britain at war with a quiet, poetic intensity.
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M Director: Emile de Antonio. Source: Museum of Modern Art.
1969 / USA / English / 16mm / sound / B&W / 101 min

De Antonio was a master editor, able to create a constellation of
critical perspectives around pressing political issues. This is his
detailed analysis of America’s relationship to Vietnam at the
height of the war.
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W Director: Alain Resnais. Source: France Film Co./Shibata
Organization.
1955 / France / French with Japanese subtitles / sound / color
and B&W / 16mm / 32 min

In Night and Fog Resnais draws us into the world of the concen-
tration camps. He compels us to consider basic questions about
cinema’s role in remembering, as well as the impossibility of rep-
resenting the extreme experience of the holocaust.

AT 7

92

‘*7“/151 FODEW=FTs L TX—X+Hhvy bR
The Battle of San Pietro (Director’s Cut)
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M Director, Script, Narrator: Major John Huston. Source: Film
Preservation Associates.
1945 / USA / English / sound / B&W / 16mm / 50 min

John Huston produced the most brutal combat films of the war;
Pietro was his best. The film was shortened by the government,
but this is Huston’s personal print of the original cut.

-

Every war leaves deep scars. Long after the weapons have
been laid down, the fighting continues in the depths of
human memory. One of the ways humans have dealt with
the awful legacy of war in the last 100 years has been
through cinema. Making and watching documentary
becomes a therapeutic process of purging, a potential road
to forgiveness or a forward-looking call to peace. The post-
war documentary can be an urgent revelation of the hidden
histories of war, the stories excluded from official history
and locked in the memories of survivors.

8 £ 7% / Night and Fog
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Karayuki-san: The Making of a Prostitute
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M Director: Imamura Shohei. Source: Japan Foundation.
1973 / Japan / Japanese with English subtitles / sound / color /
16mm / 90 min

Karayuki-san continues Imamura’s concern for the underside of
Japan, and the sacrifices and crimes that Japan’s economic suc-
cess has been built on. About a prostitute taken to Southeast

Z/A6mm/ HZ— /90 45/ et 1 ERFEM

Asia before the war, one who refuses to forget her victimization
and return to Japan.
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BADZER / The Japanese Tragedy
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M Director: Michel Kalefy. Source: Fertile Memory Organizing
Committee.
1984 / Belgium and Palestine / Arabic with Japanese subtitles /
color / 16mm / 30 min

The stories of the Palestinians that had lived in Mahloul, the village
they were forced from when Israel became a state. With emotions
ranging from humor to anger, they describe their home and their
exile.

Cannibalism

As an icon of imagined terror, cannibalism taps into a repul-
sion barely contained in the war film: a fear of one’s own
death and victimization. Historically, cannibalism has been
used as a hideous accusation to turn people into “barbar-
ians,” but to understand how postwar filmmakers use the
flms of the past, we will approach “cannibalism” from
another perspective. In ritualistic practice, the cannibal
devours human bodies to incorporate the other’s magic. It
is a means to obtain certain qualities of the consumed, an
appropriation absorbing the vitalites of other bodies.
Cannibals reduce the power of others while making it their
own. As a trope for adaptation and appropriation, both
stereotype and practice powerfully converge in the figure of
the cannibal filmmaker. This is exactly what fimmakers do
when they take images shot by other fimmakers in past
contexts, attempting to incorporate those images and their
magic, and divert their power to new directions. We offer
three particularly provocative examples.
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The Japanese Tragedy
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l Director: Kamei Fumio. Source: Nichiei Shinsha.
1946 / Japan / Japanese / sound / B&W / 16mm / 39 min

This is Kamei’s full-throated critique of the wartime leaders and
exposure of their lies, made by the skillful re-editing of propagan-
da fims. Kamei’'s dramatic attack on the emperor—in which
Hirohito “morphs” from a medal festooned military leader into a
salaryman in civilian clothes—led to the banning of the film.
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M Director: Michael Bornkamp. Source: Film Preservation
Associates.
1944 and 1964 / Germany / English / sound / B&W and color /
16mm / 39 min

In this little-known Holocaust film, a survivor takes a Nazi propa-
ganda film about the camp in which he was held (Hitler Gives a
City to the Jews) and re-edits it with present-day footage.
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The Twelfth Tokyo May Day
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W Production: Tokyo Prokino
1931 / Japan / Japanese / silent / B&W / 16mm / sound / 7 min

Leftist newsreel about a massive May Day protest, produced by

Japan’s prewar proletariat film movement.
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Prelude to War (Why We Fight Series)
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M Director: Major Frank Capra. Source: Film Preservation
Associates.
1942 / USA / English / sound / B&W / 16mm / 54 min

When America finally joined the fighting in World War I, it enlisted
one of its most powerful weapons: Hollywood. This is Capra and
Co.’s first installment of the influential “Why We Fight” series.

Danger and Documentary

The documentary form often reaches its highest moments in
times of crisis. There is something about the atmosphere of
intense pressure in society that pushes filmmakers toward
reality, toward documentary. At times like these, the purely
fictional film comes to feel inadequate to address pressing
issues. Some might turn to the nonfiction film as window on
the world to explain this. One way we can avoid this kind of
simplistic metaphor is to recognize danger as an organizing
force in documentary. Each moment of crisis brings artists
together in society in a particular manner, whether it is in a
collective or in an individual, artisanal mode of production.
Sometimes overt oppression requires surreptitious filmmak-
ing for fear of prison or even death, as was the case with
Japan’s Prokino in the 1920s. By way of contrast, Bruce
Conner responded to the all-pervasive fear and paranoia of
the Cold War by masterfully manipulating the icon
ingrained in every mind on the planet, the mushroom cloud.
In each case, the elements of crisis—the sense of impending
danger—bring a peculiar pressure to bear on these artists’
work. Upon completion, each film is sent back into that
same atmosphere of danger. They energize viewers to
respond to the crisis, and struggle to make their society a
more peaceful place.

#~+_EER A —F — / The Twelfth Tokyo May Day
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M Directors: Harun Farocki and Andrei Ujica. Source: Drift
Distribution.
1992 / Germany / German and Romanian with English subtitles /
sound / color / 16mm / 107 min

The history of the Romanian revolution told entirely through video
footage shot by TV crews and citizens armed with camcorders. It
is infused with the exhilarating and eerie sense that the state is
being monitored by its people, testifying to the power of low-tech
video activism in the age of global television.
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79 Springtimes of Ho Chi Minh
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M Director: Santiago Alvarez. Source: Third World Newsreel.
1969 / Cuba / Spanish / sound / B&W / 16mm / 25 min

Seventynine Springtimes of Ho Chi Minh is an impressionistic
biography of Ho Chi Minh, skillfully interweaving still photographs,
newsreel footage, and Ho’s poetry. Alvarez’s fims inspired an
entire generation of young, politicized filmmakers.
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Paris in the Month of May
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M Source: Ogawa Productions.
1968 / France / French with Japanese dubbing / sound / B&W /
16mm / 34 min

A record of the near revolution in France in 1968 which would
have a lasting impact on both film making and film theorizing. This
is what was called a “Cinetract,” a form of rough and tumble,
politicized documentary. This film is often attributed to Chris
Marker, along with nods to Godard and Renais and others.

7 Transfigurations in
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Haight-Ashbury
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M Directors: Alan Siegal, et al. Production: Newsreel. Source:
Ogawa Productions.
1968 / USA / sound / B&W / 16mm / 7 min

Shunning the professional polish of mainstream productions,
Newsreel embraced the aesthetic of raw immediacy that was
prevalent in the newly flourishing underground press, rock music,
cinéma verité and poster art. Haight-Ashbury was one of their
more impressionistic films, showing peaceful play and riotous
protest accompanied by loud rock music.
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Document: Nippon, Year Zero
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M Direction: Kawabe Kazuo, Fujita Toshiya. Source: Nikkatsu.
1969 / Japan / Japanese / B&W / 16mm / 76 min
Four young Nikkatsu flmmakers take to the streets and make an
electrifying semi-documentary in tumultuous 1968. Shelved by
the studio and considered long lost, this is its first public perfor-
mance.
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Misery on the Borinage
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M Directors: Joris lvens and Henri Storck. Source: Film
Preservation Associates.
1938 / Belgium / French / sound / B&W / 16mm / 33 min

lvens and Storck’s documentary about the inhuman conditions at
a coal mine. The film brings together Ivens’ interests in the poetry
of the camera and its use as a political tool.
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Crossroads
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M Director: Bruce Conner. Source: Canyon Cinema.
1976 / USA / sound / B&W / 35mm / 36 min

Conner takes the striking footage of the Bikini hydrogen bomb
test and edits it into a montage of explosions and mushroom
clouds. The effect is awesomely beautiful, and thus absolutely
terrifying.
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The Acrobatic Fly
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M Director: F. Percy Smith. Source: Film Preservation Associates.
1908 / England / silent / B&W / 35mm / 3 min at 18 fps

F. Percy Smith was a relative giant in the early industry of the edu-
cational film. This is a hilarious example of his micro-photography.
One can only guess what pleasures it contains.
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Silverlake Life: The View from Here
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M Directors: Tom Joslin and Peter Friedman. Source: Transit Films.
1993 / USA, France, and Britain / English / color / video / 99 min

A refreshing film made after years of dehumanizing, degrading
images of people living with AIDS. Tom Joslin takes the intimacy
of video and invites us to share not the spectacle of his death but
his determination to live.

The Documentar

(sometimes subversive)

y Smile

Documentary has an undeserved reputation for being dark,
depressing, and overly serious. While there may not be an
identifiable genre of comedy as in fictional cinema, nearly
every documentary is filled with humor. There is a reason
for this. Documentarists are driven towards people, and the
human animal is basically a funny creature. There is no
comedy genre because documentaries find something to
smile about in all facets of art and life. When documentarists
do contrive their humor, it often happens in the darkest of
times. The uncontrollable laugh can become a political
weapon if aimed at deflating the overinflated. This section
looks at the documentary smile, from the amusing things
filmmakers discover before the camera to works that move
people through dark and ironic humor.

#2745 % +#h / Land Without Bread
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M Director: Alberto Cavalcanti. Source: Lumiére Pictures.
1941 / Britain / 35mm / B&W / 24 min

In The Yellow Caesar, Cavalcanti brings his wit and directorial
skills to the propaganda war front. By re-editing old propaganda
flms featuring Mussolini, Cavalcanti ridicules the dictator (a
humorous approach unimaginable to Japanese propagandists).
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H Director: Luis Bunuel. Source: Film Preservation Associates.
1933 / Spain / English / sound / B&W / 16mm / 27 min

Where there is humor, horror is rarely far away. Nothing is gratu-
itous in this fim. On the surface the fim is a dry travelogue.
However, Bunuel’s fim is filled with his blackest humor, precipitat-
ing that Surrealist shock by simultaneously inspiring thought,
laughter, and revulsion.
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Lovers’ Wind / Bade Saba
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M Director: Albert Lamorisse. Source: Mr Bahman Maghsoudlou
1969 / Iran / English / sound / color / 35mm / 80 min

Lovers’ Wind is a cinematic fable shot entirely from the air. Gliding
through the huge Iranian sky, the camera turns our attention to
the life of the people and animals on the ground. The myths and
stories of Persia are the camera’s vehicle for riding the desert
winds.
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Vernon, Florida
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WDirector: Errol Morris. Source: Fourth Floor Productions.
1981 / USA / English / sound / color / 16mm / 60 min

Vernon, Florida, is a tiny Southern town, far from the craziness of
Disneyworld and Palm Beach. On the surface, Vernon looks like
the picture-perfect stereotype of small town America, but Morris
seems to find endless surprises just by letting the residents talk.
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M Director: Chuck Workman. Source: Directors Guild of America.
1986 / USA / sound / color / 35mm / 7 min

Hundreds of split-second shots taken from famous moments in
Hollywood cinema. The effect is the accumulation of an entire life-
time of movie-going in a matter of minutes—sheer ecstasy for any
movie fan.
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The Atomic Cafe
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M Director: Kevin Rafferty, Jayne Loader, Pierce Rafferty. Source:
New Yorker Films.
1982 / USA / English / sound / color / 16mm / 88 min

The Atomic Cafe’s montage converts the propaganda of the
Cold War into comedy material . . . but only to suck us in
unawares, forcing us to confront the ease with which we live with
the Bomb today. The Cold War may be over, but The Atomic
Cafe should still be required viewing.

97




CZITIEEERH LT T T LLHSL, “BE" OWREZFDOLD%
I T HMADPOME % LT 2, YV b 70 [Thrsuy 77
— N AT ERFFEoB] 1E, AR & BLE O#EOIR % FER 0124
Hd5ZeT, ZORBBAROBEN 2L . BABLE O TR

b, ZBRBITILDTELRVEHCKER M S 24 - T
2TV B=H> c T4 v P2 —D A VF—F - ¥—-] X
L] D SEFE D G H 7Bl — B —D 2 3 v b D% %&;9(_
3o FABEL M S AL, BHEBMEIES D IS 7Bl = B < BE 1R
—Ts 74 WAO)%’HT&L:@V%%T%%i?&@ﬁﬁ!’i’—’?z'c<n
bo TV - VX =< VIZHSORNOEZ 2B L L2H00 [Th—]
2ED ., ZOFIIEPLIECRZBTIH L, ZOERDELEL
AIDS DFEEE S 12DV T OO 2 h T, KIZF A4 OFET) % ke
THLDE L TOBEBEIEH->TWE, VR -<2hTLVD [TL2y
T RVOE] ZVEOBERZMEEET L7 PV - X Ry
P2 EW) FEOAREPLTVEEIIZDRZEH, LrLE
NIEALAETHA ) &, FIITHBENANAALZL EITEZ S
CEEFEN LS, BT OFEFODL RIS, BUEHY.
EMRY, FLTEFERNICHIEL T, ZLTREMHEL LT,
VTRV WIS FBLERE L 2 5T XX Ky = M F VDL OBEHE
[==t@] %4550 EBd 5,

€ o o ”
Seeing
‘ DA EE S8
The Man with the Movie Camera
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M Director: Dziga Vertov. Source: Film Preservation Associates.
1929 / USSR / Russian with English subtitles / silent with live jazz
accompaniment / B&W / 16mm / 67 min at 18 fps

The fim about film. Vertov was fascinated by the “kino eye,” the
possibility of perfecting vision thanks to the mechanical eye of the
camera lens. Few films have achieved the sheer complexity of
The Man with the Movie Camera, both in terms of technical virtu-
osity and depth of cinematic vision.
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Standard Gauge
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W Director: Morgan Fisher. Source: Film-Maker’s Cooperative.
1984 / USA / English / sound / color / 16mm / 35 min

With the experience of touching bits of celluloid as a starting
point, this paradoxical fim—consisting of one shot of many
shots—provides a sense for the profound and personal relation-
ship between filmmakers and the material qualities of fim.
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Nuts & Bolts

In this compact program, we offer a select group of films that
explore the very basis of “cinema.” With its theoretical compari-
son of the human and mechanical eyes, Vertov’s The Man with
the Mowie Camera investigates the visual possibilities of the
medium with a self-reflexive complexity that has yet to be sur-
passed. Morgan Fisher’s paradoxical Standard Gauge—a one-
shot film with many shots, a moving picture filled with still
frames—gives us a palpable sense for the material qualities of
film. Derek Jarman shot Blue as his vision began to fail, utilizing
the color he was hallucinating for this monochrome movie; in
his meditation on the beauty of art and the reality of AIDS, he
relies on our hearing for access to our imagination. Chris
Marker’s The Last Bolshevik may be focused tightly on the sub-
ject of the great Russian filmmaker Medvedkin; however, it also
reveals what happens when any film enters culture, examining
the existence of “cinema” on social, political, artistic, and philo-
sophical levels. Finally, as a special treat we offer Medvedkin’s
rarely seen Happiness.
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M Director: Derek Jarman. Source: Uplink.
1993 / Britain / English / sound / blue / 35mm / 80 min
Blue is 80 minutes of solid blue screen. This aural cut-up of voic-
es, music, and sound effects doesn’t so much move forward as
swell around us. The color blue suggests all the things Jarman
loves most: sea and sky, favorite plants. Blue, the color he kept
seeing when doctors treated his deteriorating sight.
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The Last Bolshevik
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W Director: Chris Marker. Source: Les Films de L’Astrophore.
1993 / France / French, Russian with Japanese subtitles / B&W
and color / video / 116 min

More than a simple homage to Alexander Medvedkin, The Last
Bolshevik explores the meaning of cinema in philosophical, politi-
cal and social terms. It is also Marker’s coming to terms with the
paradoxes between the honest striving for social and political
ideals and the brutal reality of the Soviet regime.
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M Directed: Alexander Medvedkin. Source: Kino Video.
1934 / USSR / Russian and English subtitles / video / B&W / 65
min
Happiness is Alexander Medvedkin's parable about a Russian
peasant and the possibilities his life holds for happiness. Made in
1934, it stands somewhere between the experimental spirit of the
Russian avant-garde and the deadened formulas of Stalin’s
socialist realism. The result is fable-like, which encourages us to
look back from our perspective in the future and wonder at the
human horse and the sexy nuns.
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October 7 (Saturday)
One on One:
Ueno Toshiya vs. Ito Kazunori on

“War / Media / Documentary”

Patlabor 2 the Movie sums up two entire
themes from this program: “War” and
“Danger.” After screening this full-length ani-
mation film, Ueno Toshiya and screenwriter
Ito Kazunori will talk about “modern warfare
and media . . . and their reality.” This will
inevitably circulate around issues involving
the documentary method and its meaning in
the “Age of Aum.”

Patlabor 2 the Movie

Director: Oshii Mamoru. Script: Ito Kazunori. Source:
Bandai Visual.

1993 / Japan / Japanese / 35mm / color / 113 min

Oshii Mamoru’s animated film contains a documentary
realism conceivable only in the 1990s, mimicking television
news reports, surveillance monitors, computer screens,
home video, cruise missile guidance systems, and more than
anything narrative and documentary cinema.

October 9 (Monday)
Special Cinema Centenary Screening

Berlin: Symphony of a Great City with
full orchestral accompaniment

Director: Walther Ruttman. Score and Conductor:

Timothy Brock. Orchestra: Yamagata Symphony

Orchestra. Source: Film Preservation Associates.

1927 /| Germany / silent, with full orchestra / B&W / 16mm

/ 62 min at 20 fps

Released in 1927, Berlin: Symphony of a Great City shook

the world with its bold, poetic rendering of Berlin in the

1920s. It forcefully brought together two strains of mod-

ernism: the thrill of experimentation with representation
and the fascination with the

— %D EDOICHEEL HETH o
%, AHICW5F IOl B
HBFXa XA 5 —DFREL
THLEDOME Y 7o b IRV B %
BXIZLET TS, B AL
DEFIMZ DY AL %R BV
v b oOREIE. SHO=2—
T /BT —0lFRICAEZ L
bR BT B, ATERE T P
VA —r AR LT ORERIZOET |
Fhe L EBL, BEHEZNE
5,

gm oy

100

city. To this day this classic
continues to influence filmmak-
% | ers as a touchstone of the poet-
J ic documentary. Ruttmann’s
sense for the rhythm machines
lend to daily life resonates
forcefully against our present
¥ world of new technologies. To
{ celebrate 100 years of docu-
mentary, Yamagata presents
Berlin: Symphony of a Great
City accompanied by a full
orchestra.



HEARFIXVHYU—0DEE 705FK

Japanese Documentaries of the 1970s
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Summer in Narita, Winter in Narita, Three Day War in Narita, Narita: Peasants of the Second Fortress,
Narita: The Building of the lIwayama Tower, Narita: Heta Village, Narita: The Sky of May, Minamata—The
Victims and Their World, Minamata Document—The -Central Pollution Board, Minamata Revolt—A
People’s Quest for Life, Minamata Disease—A Trilogy (Part I—Progress of Research, Part Il—Pathology
and Symptoms, Part lll—Clinical Field Studies), The Shiranui Sea, Onikko, The Feast of the Gods on a
Winter’s Night, A Lump of Clay, Mutineers No. 4, A Tale of Smallpox, Mandala of Mr. O, The Song of
Akamata, Chise a kara—We Build a House, Seeking for Correlation, Depopulation Zone, Miyako,
Pampering Is Not Allowed, The Cherry Tree With Grey Blossoms, Mour Djiben: Ma Vie de Tsigane
Manouche, Document of a Class: On Humanity, Tokyo Chrome Desert, Fortress of the Land, Korean
Envoys of the Edo Period, Motoshinkakarannu, Linga Raja—A Story Dedicated to Voidness’ Love,
Extreme Private Eros: Love Song 1974, Going Down into Shinjuku Station, Impressions of a Sunset,
Okinawan Harumoni, Minamata Summer Oranges, A Grasscutter’s Tale, A.K.A. Serial Killer, The Red
Army/PFLP: Declaration of World War, Manifesto Against the State, . . .

SYMPOSIUM “What to Learn from the 1970s”: Host: Yamane Sadao, Guests: Koike Masato, Hara Kazuo,
Fukuda Katsuhiko, Yamatani Tetsuo
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In March 1970, the Japan World Exposition opened in
Senri, Osaka. All the national and corporate pavilions put a
great deal of energy into exhibiting the latest in image tech-
nology. All sorts of techniques like multiple projection
using several projectors, 360 degree images, and three-
dimensional images were put to free use, almost as if this
was an image expo. Many filmmakers or short film pro-
duction companies which had shouldered the mainstream
of Japanese documentary filmmaking up until then took
part in planning this very important event. One can say,
however, that documentary cinema produced through
sponsorship reached its peak with this event and gradually
declined thereafter.

In another space, there were two directors who showed
us that superb films could be created without sponsors.
Ogawa Shinsuke appeared with the “Sanrizuka” (Narita)
series protesting oppression by the authorities alongside
farmers. Tsuchimoto Noriaki came forward with the
“Minamata” series to expose the cold-bloodedness of the
state and corporations under the capitalist system. The
appearance of these two great film auteurs, who offered a
protest against the injustices of organizations repressing
the individual, brightly illuminated the future of Japanese
cinema.

In that era, many young artists aiming to enter film were
sparked by the work of these two men and began to turn
out with their own hands independent productions one
after the other. I must confess that the work of the two
became such a large guide to the future for me, providing
me with courage, that when faced with the decision to
enter a regular company or set out on the path of film, I
myself put off looking for a job.

The movements prominent at the end of the 1960s,
such as the anti-Vietnam War protests, the effort to smash
the U.S.-Japan Security Treaty, and the campaign to free
Okinawa, gradually quieted down entering the seventies,
and the general populace broke away from the movement
as internecine struggles broke out with the intensification
of confrontations between New Left sects. Films depicting
the movement itself like Onikko were made, while as the
movement fell into confusion, a form of honest filmmaking
rooted in the life of the artist was carried out in works like
Seeking for Correlation (“Kyodosei no chihei o motomete™)
and Fortress of the Land (“Daichi no toride™).

Films that directly challenged the distortions of society
or the corruption of the Japanese were made in large num-
bers, such as Tokyvo Chrome Desert (“Tokyo kuromu
sabaku’), which took on the warped manifestation of high-
economic growth, pollution; Pampering Is Not Allowed
(“Amaeru koto wa yurusarenai”), which depicted the
physically weak and disabled left behind by society; and
Okinawan Harumoni (“Okinawa no harumoni”), which
reported on a Japanese crime that was largely unheard of at
the time: the problem of Korean comfort women for the
Japanese Army.

Then there were the two dancers, now world-famous,
who opened up expressive ground for Butoh: Hijikata
Tatsumi and Ono Kazuo. A Tale of Smallpox (“Hosotan™)
and Mandala of Mr. O (“O-shi no mandara”) were bold
documents by filmmakers impressed by these dancers.

Many filmmakers and researchers who approached doc-
umentary cinema from the standpoint of folklore or eth-
nology also came to the fore. These individualistic direc-
tors recorded folk ways and ethnic groups from various
perspectives in works like Feast of the Gods on a Winter’s
Night (“Fuyu no yoru no kamigami no utage”), The Song
of Akamata (“Akamata no uta”), Chise a kara—We Build a
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House (“Chise a kara—Warera ie o tsukuru”), and Mour
Djiben: Ma Vie de Tsigane Manouche (“Watashi no jinsei:
Jipushi Manushu”), forming one of the main currents of
Japanese documentary.

Amidst a plurality of works focused on a social message,
the work that stood out by overturning previous notions of
documentary was Extreme Private Eros: Love Song 1974
(“Kyokushiteki erosu: Renka 1974”). Audiences and crit-
ics were somewhat bewildered by the appearance of a film
in the first person, in which the filmmaker himself was
cameraman and interviewer in a film about himself. Often
in evidence were modes of visual expression such as in
Impressions of a Sunset (“Nichibotsu no insho”), Linga
Raja—A Story Dedicated to Voidness’ Love (“Ringa rajah:
Kunaru mono no ai ni sasageru uta”), and Going Down
into Shinjuku Station (“Chika ni oriru Shinjuku Suteshon’)
that, while being completely private, still partook of the
sublime.

The most radical film magazine, Eiga Hihvo (“Film
Criticism”), provided a space for criticism and debates on
documentary cinema. Heated arguments on its pages
about works like Motoshinkakarannu, The Red Army/PEFLP:
Declaration of World War (“Sekigun-PFLIP: Sekai senso
sengen’), and Manifesto Against the State (““Hankokka sen-
gen”) set hearts afire. It would also be a meaningful under-
taking to investigate once again the films and commentary
of those days.

1970s documentary was rich in variety, featuring politi-
cal movements, social problems, folklore, and private
films. Filmmakers with individuality tested all forms of cin-
ematic expression in each topic. While I have used almost
all of the allotted time given me to put together a lengthy
program, needless to say there still exist many other works
that deserve to be screened.

Since this program was selected centering on films that
were independently produced and exhibited, I would
appreciate the viewer’s understanding that there are no
works included that were released in regular theaters or
that were produced for television broadcast.

Following up on the 1960s series from the last festival,
we have planned for this festival as well a symposium on
the theme of 1970s documentary. As before, the film critic
Yamane Sadao will draw out interesting and heated opin-
fons from four completely individualistic directors: Fukuda
Katsuhiko, who after serving as Ogawa Shinsuke’s assis-
tant director continued to observe Sanrizuka beyond
Ogawa’s departure; Koike Masato, who went from being
T'suchimoto Noriaki’s assistant director to becoming well
known as a social-problem filmmaker, like in his latest
work, One More Life (“Mo hitotsu no jinsei”); Hara
Kazuo, who began engaging in filmmaking in the 1970s
and is now the center of attention with his A Dedicated Life
(“Zenshin shosetsuka”); and Yamatani Tetsuo, who also
started filmmaking in the 1970s, then studied abroad in
Europe and America, and has continued to spark new
filmmaking movements as the leader of the documentary
seminar at the Japan Academy of Visual Arts.

—7Yasui Yoshio
Japanese Documentaries Coordinator
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October 4 Ogawa Shinsuke and “Sanrizuka” (“Narita”)
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Summer in Narita
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1968/ €/ 7 O /16mm /108 7/ KEFH

Production Company: Ogawa Productions. Director:
Ogawa Shinsuke. Assistant Directors: Jin Kohei,
Matsumoto Takeaki, Yoshida Tsukasa. Photography:
Otsu Koshiro, Tamura Masaki. Camera Assistant: Otsuka
Noboru. Sound: Kubota Yukio. Transcription: Kuribayashi
Toyohiko. Narration: Wada Shu. Producers: Kobayashi
Hideko, Fuseya Hiroo, Ichiyama Takatsugu. Production
Manager: Nosaka Haruo. Music: Beethoven, Hayashi
Hikaru.

1968 / B&W / 16mm / 108 min / English subtitles
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B Without obtaining the consent of the
area’s farmers, the New Tokyo International
Airport Corporation pushed on with the con-
struction of the New Tokyo International
Airport at Narita. When the Corporation
began surveying the land under the protec-
tion of riot police, the farmers and the stu-
dents supporting them rose up in defiance.
The staff participated as a film crew on the
frontlines of this struggle and, working along
with the farmers and students, captured the
faces of the oncoming Japan Self Defense
Forces and the Airport Corporation. The fim
overall faithfully records the concrete action
of these scenes of struggle as well as the
strategy meetings held by the students and
farmers, portraying the conflict as it unfolded
step by step. This was the first in the
“Sanrizuka” (Narita) series, which would fun-
damentally change the methodology of
Japanese documentary fimmaking of the
following decade, the seventies.
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Winter in Narita
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1970/ H 5 — /16mm/141 5

Production Company: Ogawa Productions. Producers:
Kobayashi Hideko, Nosaka Haruo, Fuseya Hiroo, Suzuki
Tsunezo, Iwasaki Keiichi (Tokyo), Ichiyama Takatsugu,
Inoue Akira, Takasaki Keiko, Matsuo Ikuko, Ochiai Miyoko
(Osaka), lizuka Toshio, Yumoto Mareo, Tadokoro Naoki,
Iwasaki Seiji (Sendai), Terui Katsuhiro (Sapporo).
Director: Ogawa Shinsuke. Assistant Directors: Fukuda
Katsuhiko, Honma Shusuke. Photography: Tamura
Masaki. Camera Assistants: Kikuchi Nobuyuki, Shimizu
Yoshio. Stills: Kitai Kazuo. Transcription: Kuribayashi
Toyohiko. Production Assistant: Kawashima Ryoko.
Sound: Kubota Yukio. Sound Editor: Asanuma Yukikazu.
Effects: Yoshino Akio. Music: Manabe Riichiro.

1970 / Color / 16mm / 141 min

B ARIEDWITIL R—% —(C L 25 £ BIA
L. BREBIBZORICIALBIEE D - 7=, HE
BRONATRBEN TS, —H. BR—AVE
DA EHIICHT B EbY) 25EY . BIFD LY
PHBRR E TR ICH PN S & TRIEXRER
EONBEY . BL2DOEBFPEIIVHLEIN DS,
HROROFICEABICEDNZEETVS, L
PLERABESHLETILER L, A
BEAER TIERIERETE & IE B - - HREEY
EFhELHB, ZLTHEFICBEADVWELE
Skh SBEIN D, —EH T\ 72H
HRODEF/-EDIFE. ThOFICHZS
hi-gk AEREL TV AR, SHFEIEH
BEIFREIELD. Bo - NESWTEREE
328D, NN IDDOD T —ERTHY)
BRIEBEDEFRENISENEELIERL T —
TELTEFLELELSD D, HELUTDOERIE
[Z2HENK ],

M When the New Tokyo International Airport
Corporation next began using bulldozers to
clear the land, the farmers stood in front of
the bulldozers, obstructing their path. At this
point, the riot police intervened to make
arrests. On the farmers’ side, one farmer
after another got up to speak about their
attachment of the land, about the splitting of
families and villages because of the struggle
into pro-development and anti-development
factions, as each farmer revealed his own
particular ~ circumstances and  regrets.
Among the pro-airport faction, there were
even people employed by the Airport
Corporation. Nonetheless, the farmers did
not give up obstructing the bulldozers, and
within the alliance opposing the airport a

communal spirit was born quite distinct from
that found in families or in the villages. Then,
in the latter half of the film, amidst such des-
olate scenes as a shrine being transported
from a now depopulated village, a son of
pioneer lineage returning from the city, and
forts deserted in a barren tract of land, the
fight entered a new phase: the remaining
people decided to build an underground
fort. Here, in Ogawa Shinsuke's first color
film, relations with the farmers begins to sur-
face as an important future theme.

ZBiR - B REH R EHE RS
Three Day War in Narita
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1970/ / 7 O /16mm/50 >

Production Company: Ogawa Productions. Director:
Ogawa Shinsuke. Assistant Director: Fukuda Katsuhiko.

Photography: Tamura Masaki. Camera Assistant:
Shimizu Yoshio. Sound Editor: Asanuma Yukikazu.

1970 / B&W / 16mm / 50 min
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H Despite the campaign to obstruct the air-
port project, the Airport Corporation again
forced the start of surveying for the second-
stage construction. Farmers from eight vil-
lages gather in three places and begin a bit-
ter struggle. But the riot police have
appeared in front of the farmers, who have
been burning scrap wood as they waited.
As a helicopter hovers in the sky and the riot
police break through the black smoke, the
farmers repeatedly unleash desperate
attacks using enclosures, feces bombs, and
sit-ins.  The surveying, which had been
planned to run for a week, ends on the third
day (hence, “Three-Day War”) and the
Airport Corporation declares the surveying
completed. This film was made on an emer-
gency basis, forcing Ogawa to use black-
and-white film again.



ZBER-ETEODAX

Narita: Peasants of
the Second Fortress
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1971/ € / 7 0 /16mm/143 5/ HEEFH

Production Company: Ogawa Productions. Producers:
Nosaka Haruo, Fuseya Hiroo, Honma Shusuke, Mikado
Sadatoshi, Nara Noriaki (Tokyo), lizuka Toshio, Tadokoro
Naoki, lwasaki Seiji, Yatsu Shigeko (Sendai), Kikuchi
Nobuyuki (Sapporo). Director: Ogawa Shinsuke. Assistant
Directors: Fukuda Katsuhiko, Yumoto Mareo.
Photography: Tamura Masaki. Camera Assistants:
Shimizu Yoshio, Hara Tadashi. Logistics: Hataya Naoko.
Sound Editing: Asanuma Yukikazu.

1971 /B&W / 16mm / 143 min / English subtltles
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B A broadcast tower is erected and a
fortress stands atop a hill on which are
stretched barricades. The farmers lay down
a strategy against the Airport Corporation
and the riot police. As students battle police
outside the barricades, women inside the
Second Fortress chain themselves to trees.
Their image is not tragic but brimming with
confidence. The men continue to dig tunnels
and prepare for extended combat. During
beating rain and heavy wind, the riot police
and Airport Corporation finally begin break-
ing into the fortress. The riot police even try
to pull down trees onto which some of the
farmers have climbed. The attacks grow
fiercer every day, and the farmers and stu-
dents reply with volleys of stones, bamboo
spears, and Molotov cocktails against the
bulldozers and the fire hoses of the police.
The camera stays in the fortress, recording
one month’s worth of action. Just as all
those in the fortress begin defensive tactics
in anticipation of being arrested, the riot
police break into the fortress. Filled with
anger and the sense of defeat, the farmers
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quietly speculate on their lack of trust in the
state. Presenting the lively appearance of
the farmers explaining life in the tunnels as
well as the continuing tunnel digging, the
flm ends on a note that leaves the viewer
with the impression that the struggle will
continue.
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Narita: The Building of the
Iwayama Tower
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1972/ / 7 A /16mm/85 %

Production Company: Ogawa Productions. Production
Staff: lizuka Toshio (Tohoku), Kikuchi Nobuyuki
(Hokkaido), Nosaka Haruo (Kanto), Fuseya Hiroo
(Chubu), Honma Shusuke (Kyushu, Chugoku), Mikado
Sadatoshi. Director: Ogawa Shinsuke. Researcher &
Liason: Fukuda Katsuhiko. Location Sound: Yumoto
Mareo, Tadokoro Naoki. Logistics: Iwasaki Seiji.
Photography: Tamura Masaki. Camera Assistants:
Kawakami Koichi, Hara Tadashi. Building Maintenence:
Shiraishi Yoko, Nakano Chihiro. Sound Editor: Asanuma
Yukikazu.

1972 / B&W / 16mm / 85 min
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B The Iwayama district abutted the planned
runway. To block the flight inspection that
was to be carried out prior to opening the
airport, the farmers decided to build an
enormous tower, more than 60 meters in
height, with their own resources. With the
help of the students and steeplejacks who
came to assist, the tower slowly rose sky-
ward. It remained possible, however, that
the riot police would come and tear down
the tower for violating the Aviation Act. This
film simply records the construction of the
iron tower, which was completed in about
two weeks. The tower, a symbol of the
determination of the farmers to block the
opening of the airport, was completed, and
the inspection plane of the Airport Corpora-
tion had to fly at some distance to avoid the
tower. This was Ogawa’s first film to use
synchronized sound recording.
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Narita: Heta Village
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1973/ / 7 O /16mm/146 5/ HEEFE

Production Company: Ogawa Productions. Staff: Ogawa
Shinsuke, Fukuda Katsuhiko, Yumoto Mareo, lwasaki
Seiji, Shiraishi Yoko, Nakano Chihiro, Tamura Masaki
(Photography), Kawakami Koichi, Hara Tadashi (Camera
Assistants), Kubota Yukio (Sound), Asanuma Yukukazu
(Sound Assistance). Production Staff: lizuka Toshio,
Tadokoro Naoki, Nosaka Haruo, Fuseya Hiroo, Honma
Shusuke, Mikado Sadatoshi.

1973 / B&W / 16mm / 146 min / English subtitles
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B The Sanrizuka struggle was advanced by
the farmers from nearby villages. Heta
Vilage was one of them. Vilage elders
speak the ancient history of Heta Village,
which surrounds the airport. Using as an
axis the mental state of the youth of Heta
Village, about to be arrested by the police
due to an incident in which three police offi-
cers were killed in the struggle, and of the
farmers, shaken by the fact that their com-
munal graveyard has fallen into the hands of
the Airport Corporation, this film captures
the face of farm life, including the cultural
customs and seasonal events, aspects
never before shown in reportage on the
struggle. Ogawa himself talks in the film,
along with the long-take photography utiliz-
ing synchronized sound.
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Narita: The Sky of May
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1977/ 15 — /i6mm/81 %

Production Company: Ogawa Productions. Staff: Ogawa
Shinsuke, Tamura Masaki (Photography), Fukuda
Katsuhiko, Hara Tadashi, Hayashi Tetsuji, Uryu Toshihiko,
Kawada Yumiko, Shiraishi Yoko, Watanabe Takaaki.
Production Staff: Fuseya Hiroo, lizuka Toshio, Mikado
Sadatoshi, Asahi Setsuko, Hatanaka Hiroko.

1977 / Color / 16mm / 81 min
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W After four years away learning to farm in
Kamimura in Yamagata Prefecture, Ogawa’s
staff returned to Sanrizuka. They visit the
shrine of Heta Village, and when they come
to the iron tower, the wholesome scene of
carp streamers fluttering in the May sky can
be seen, indicating that the opposition is still
in good shape. Days later, however, the iron
tower is suddenly destroyed by riot police
assembled from all over the country. The
farmers can only look on helpless before the
riot police who have torn down the tower
early in the morning without any notice. To
them, it is the best time for planting their rice
paddies. Besides chronicling the ensuing
struggle, this film shows the viewer the
depth of the farmers’ attachment to and
love for the land. The gravity of continuing to
be a farmer, including the damage done to
the land, the rice paddies, and the crops
themselves by the helicopters and gas
grenades of invading riot police, surfaces
under the scrutiny of Ogawa, who actually
pursued “peasant studies” while in
Yamagata.
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October 5 Tsuchimoto Noriaki and “Minamata”

KE—BESALETOWA—

Minamata—The Victims and
Their World

#HIE 7O T3> SARBEKEREE). MR
B - KAEETXY) X%y 7 tABBEH. &
), AREMERIRR). ARBAEHEEES). —/BESL
(BBTF). EECEHBF). REF(XAHE). X
BE—(RE) XF—)LERRS

1971/%€ / 7 0 /16mm/167 5

Production Company: Higashi Productions. Takagi
Ryutaro (Producer). Shigematsu Yoshikane, Yoneda
Masaatsu (Desk). Staff: Tsuchimoto Noriaki (Director,
Editor), Otsu Koshiro (Photography), Kubota Yukio
(Sound), Ichinose Masafumi (Camera Assistant), Hori
Suguru (Assistant Director), Sekizawa Takako (Editor),
Asanuma Yukikazu (Sound Editor). Stills: Shiota Takeshi.

1971 /B&W /16mm / 167 min
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M By the seventies, environmental problems
resulting from the high growth economics of
the fifties and sixties had become widely
recognized. One of the most devastating of
these was the organic mercury poisoning
created by the Chisso Corporation in
Minamata, Kyushu. There, we follow the
lives of twenty-nine households who suf-
fered mercury poisoning, as well as the
growing movement to support their cause.
To accompany the cool narration by
Tsuchimoto himself, the images discover a
human view of the world in which the
patients, more than being victims, are both
patients and regular people, workers and
fishermen. The first fim in the “Minamata”
series, it marked a shift in interest away from
a constructivist style towards the worldview
of the subject. While a condensed 120
minute version (with English subtitles) was
made later, the original 167 minute version
will be shown this time.

KRLFE—K~ 1 EiF - AFE

Minamata Document—
The Central Pollution Board

.

BU1E . TS SARBEABREME). LAMBEE) %
B RBE—(ERE). ASH(9EE). SE1Z0RR)
1973/ € / -/ 0 H6mm/48 5

Production Company: Seirinsha. Takagi Ryutaro
(Producer). Tsuchimoto Noriak i (Director). Cooperation:
Asanuma Yukikazu (Sound), Omiya Teiji (Narrator),
Takaiwa Jin (Photography).

1973 /B&W/16mm /48 min
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B The Central Pollution Board was autho-
rized to administratively supervise patients
with pollution sickness. Without the patients
knowing it, a request for arbitration was
submitted to the Pollution Board. In addi-
tion, the existence of forged letters of attor-
ney was brought to light. For the patients
who wanted direct negotiations with the
Chisso Corporation, these events raised
suspicion against administrative agencies
trying to intervene. A medium-length piece,
this film reports on the victims breaking
through the bureaucratic status quo, and
certifies through doctors’ eyes the existence
of still unrecognized victims. The piece is
also a prologue to the explosion of the
patients’ anger in the next fim, Minamata
Revolt (“Minamata Ikki”)
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Minamata Revolt—
A People’s Quest for Life

BUE I BME SARKEABNEME) TAMRBEE) X
BRENRR. SEC(IEY). XBE—(533E) HiBE—8
(BE) /VBIEANEEBBF) —/#BIEsL. BKREGIR
FEBF) TTHAGEDF) FHEBFIHRE =
JRIEMEGEEY))

1973/ €/ 7 0 /16mm/108 5

Production Company: Seirinsha. Takagi Ryutaro
(Producer). Tsuchimoto Noriaki (Director). Otsu Koshiro,
Takaiwa Jin (Photography). Asanuma Yukikazu (Sound).
Manabe Riichiro (Music). Koike Masato (Assistant
Director). Ichinose Masafumi, Shimizu Yoshio (Camera
Assistants). Miyashita Masanori (Sound Assistant).
Shimura Sadaaki (Negative Editor). Miyazawa Nobuo
(Narrator).

1973 / B&W / 16mm / 108 min
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B March 20, 1973. The Kumamoto District
Court ordered Chisso Corporation to pay
compensation for Minamata disease.
Hearing this news, the patients set out for
direct negotiations to Chisso’s head office.
The patients have their first mesting with the
president and the executives of the compa-
ny. Three and half months after this day, the
feelings of the individual patients, who are
seeking medical care and a guarantee of liv-
ing expenses, spill over in the head office of
the company. As the company’s intentions
gradually become clearer, the patients’
anger rises and they seek to break down
the company defenses by individually hold-
ing fast to their demands. The conflict
between images and sound, between
expressions and voices is clearly delineated
by incorporating  synchronized  sound
recording and multiple cameras. The faces
of both the victims and the company fill the
screen as the struggle for life continues.
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Minamata Disease—A Trilogy

U I EME  SARBEABR(EME) AR, /NBIE
A BEEE. —/BEFOEY)  KF=TER. —/
MIESL, SEC. BKRIEE. METIRY) XEF

— - FTHAIGRE) AN - TRETF(RE) (B
B—(FL—5—) HBEE. BORESERE) BB
WFAZZ L) NREFEZ MTE=(EE)

Production Company: Seirinsha. Takagi Ryutaro
(Producer). Tsuchimoto Noriaki, Koike Masato, Arima
Sumio, Ichinose Hiroko (Direction). Otsu Koshiro, Ichinose
Masafumi, Takaiwa Hitoshi, Shimizu Yoshio, Okagaki Toru
(Photography). Asanuma Yukikazu, Miyasita Masanori
(Sound). Tsuchimoto Noriaki, Ichihara Keiko (Editors). Ito
Soich i (Narrator). Fuchiwaki Kunimori, Narusawa Takao
(Drawings). Ishibashi Eriko (lllustrations). Oguri Takaaki,
Matsumura Teizo (Music).

F—H=E% - AER

Part I: Progress of Research

1974/ H 5 —/16mm/82 %
1974 / Color / 16mm / 82 min

W FBF131 (1956 F)KIR & FDIC L5085
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M This film reexamines the historical course
from when fifty some patients with very
unusual symptoms were found in the area of
Minamata in 1956, up until the point the
path of the effluent (organic mercury) which
caused the outbreak was discovered an
determined, mixing the testimony of the
doctors, researchers, and academics of the
time with important documents and experi-
ments, including the 8mm fim which they
shot themselves. By presenting the victims
suffering with spasms and cats that have
eaten contaminated fish, this fim shows the
true horror of the disease. The fim clearly
depicts everything from the outbreak of the
illness, caused by environmental pollution
entering the food chain, up to the current
problem of unprocessed sludge.

FEH=RIE - WEE

Part II: Pathology and Symptoms

1974/ 517 — A6mm/103 5
1974 / Color / 16mm / 103 min
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H Using autopsy photos showing the symp-
toms of mercury poisoning in Minamata dis-
ease and how the disorder occurs, this film
both demonstrates through experiments
and clinical tests how the nerve cells of the
brain are harmed and presents examples of
perceptually handicapped patients. It also
makes clear the real problems in medically
judging patients for certification as victims of
Minamata disease. It also shows the dilem-
ma of doctors who can only reply to the vic-
tims questioning the certification panel that
the tests do not show conclusive results.
Viewed from the perspective of the patholo-
gy of the disease, this film raises the possi-
bility that outbreaks of Minamata disease
are not over.

BE=EB=F8
Part lll: Clinical Field Studies

- Y

1975/ #5 — A6mm/91 73
1975/ Color / 16mm / 91 min
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B Harada Masazumi is a doctor who has
undertaken clinical diagnoses of Minamata
disease for decades. Centering on his per-
spective, this film illustrates clinical cases of
patients who have not been certified as vic-
tims of the disease. There are cases of late
development of the disease in areas where
it is epidemiologically common and patients
who cannot be certified because they also
have some other disease at the same time.
While continuing his individual examinations,
Harada explains the difficulties involved in
medically judging Minamata disease. This is
a practical, contemporary report on how the
symptoms are reviewed and how the judge-
ments are made, including differences in the
response to the outbreak of Minamata dis-
ease in Niigata Prefecture. Parts One, Two,
and Three were also made with English nar-
ration, but the Japanese version will be pre-
sented at this screening.

R
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The Shiranui Sea

U BME SABEABREIE)  TABRE. JHIE
A BEEME. —/ BETORE) KXRFEmER, —/

WES. FIEF(HR7) RB=—. S THAIGS) ™
FREF(HRE) FER—(FL—2—) ABERE. K
REBHRE) BBAYF(AFR L) IEE—(RF—
V) BE NEFZESR. MIEEERLY

1975/ 1 5 — 16mm/153 73/ K& F =

Production Company: Seirinsha, Takagi Ryutaro.
Tsuchimoto Noriaki, Koike Masato, Arima Sumio, Ichinose
Hiroko (Direction). Otsu Koshiro, Ichinose Masafumi,
Okagaki Toru (Photography). Asanuma Yukikazu,
Miyashita Masanori (Sound). Ichihara Keiko (Editor). Ito
Soichi (Narrator). Fuchiwaki Kunimori, Narusawa Takao
(Drawings). Ishibashi Eriko (lllustrations). Enishi Koichi
(Stills). Oguri Takayuki, Matsumura Teizo (Music).

1975/ Color/ 16mm / 153 min / English subtitles
BEF=FFEFTL TRE S N ZOMERIC
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M This fim, shot in parallel with the medical
trilogy, greatly tones down the documenta-
tion of the struggle and the scientific analy-
sis to depict the specter of Minamata dis-
ease in everyday life. We can fully glimpse
the image of fish still quietly swimming in the
Shiranui Sea, as well as the lives of the vic-
tims of the disease as they talk about their
daily joys and their anxieties over the future
while in rehabilitation. Tsuchimoto’s vision
and words as an interviewer feel calm and
precise, leading us into a world in which the
flmmaker and the subjects support each
other. The second half the film visits some
far away islands inside the bay where previ-
ously unknown victims are being discovered
and shows the depth of a disease which is
showing signs of spreading. The act of heal-
ing is wonderfully captured in the expres-
sions and gestures of the patients as they
talk against the background of the Shiranui
Sea, providing an extremely rare example of
cinematic richness.
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Onikko
A Record of the Struggle of Youth
Laborers

o BAMERRFMALL BE: NDUBEAKX
2 ARYINIZAY) HH I BEAESHEGER.
BR74 bRF21 X2 MRS, EHIIT7 4+ P ¥ 2
X MEREH. BARERS. EGNEEERE
5il

1970/ €/ 70, HF—/16mm/78% / KEFHE
Production Company: N.D.U. (Nippon Documentarist
Union). Planning: Japan Socialist Party Tokyo Center.
Cooperation: Photographers Alliance Organizational
Section, Waseda Univ. Photo Document Research Group,
Revolutionary Photo Document Artists Group, Waseda
Univ. Broadcasting Research Group, Revolutionary Sound
Artists Group.

1970 / B&W,Color / 16mm / 78 min
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H In 1968, a labor union rose up to block
the shipment of gasoline tanks for the U.S.
military by Japan Rail through the U.S. mili-
tary bases in Yokota and Tachikawa. The
fim follows the young workers who are
engaged in a joint struggle under the watch-
words of opposing the Vietham War, class
struggle, and obstructing the U.S.-Japan
Security Treaty. The members of the NDU,
including Nunokawa Tetsuro, captured the
struggle. up until a battle with the riot police
at Shinjuku Station on October 21, the
International Antiwar Day.

KDEDHELZDE - mLOBHL

The Feast of the Gods on
a Winter’s Night

Toyama’s Shimotsuki Festival

BUE - B - iRE C HRET KBY . RAIIxE &
TEBHF  BEEF H#E . HHE

1970/ / 7 O /16mm/45 5

Producer, Director, Editor: Noda Shinkichi. Photography:
Hasegawa Genkichi. Camera Assistant: Watari Masayuki.
Sound: Noda Jun.

1970 / B&W / 16mm / 45 min
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W This film faithfully follows the Shimotsuki
Festival in the hamlet of Shimokuri in
Kamimura (Toyama region), Shimoinagun,
Nagano Prefecture, particularly the festival
of the gods that centers on a masquerade
ball. Some 400 years ago, the residents of
the area rose in revolt against the violence of
the Toyama clan and slaughtered them to
the last woman and child, throwing their
bodies into the Tenryu River. When disease
later became prevalent in this area, the peo-
ple of the area created the Shimotsuki
Festival, in which they themselves are trans-
formed into the departed souls of the
Toyama clan to soothe their evil spirits.
Noda Shinkichi, who died in 1993, became
a documentary filmmaker after being influ-
enced by the works of Rotha and Grierson
before the war. Devoting himself to the folk
arts, Noda made this film as an independent
production.
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A Lump of Clay
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1972/ h5—/B353 Y162 U7 H

Planning, Producers: Haino Kenzo, Kinoshita Chuiji,

Kusuda Hiroshi, Kiyatake Ryuichiro, Ryueisha.

Scriptwriter, Director: Matsukawa Yasuo. Photography:

Kusuda Hiroshi, Kiyatake Ryuichiro. Music: Kinoshita

Chuji. Sound Design: Ono Matsuo. Sound: Kodo Isamu.

1972 / Color / 35mm, 16mm / 17 min
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B Kinouchi Yoshi is a sculptor who spent
the 1920s in Paris. An admirer of Greek
archaic sculptures, he made numerous
works using a terracotta technique. Shot by
people moved by Kinouchi’s work, this film
is a documentary art fim that details
Kinouchi’'s work and his production
process. Slowly revolving, a form emerges
from the darkness—the photography of
Kinouchi's fingers and drawings beautifully
evokes his distinguished career and close in
on the world of Kinouchi’'s work simply
through light and music.
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Mutineers No.4

Ml [RERFEME ]
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1972/ € / 7 A /16mm/98 %
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Production Company: “Mutineers” Production Group.
Director: lwasa Hisaya. Cast: Wada Shu, Ex-Private S.

1972 / B&W / 16mm / 98 min
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M Private Second Class S, imprisoned dur-
ing the war for mutiny, violation of the Peace
Preservation Law, and lese majesty, talks
about facts for the film Mutineers No. 4
(*Hangun No. 4”) that he has never before
disclosed. His talk is shown in a head-and-
shoulders long take that continues inter-
minably. When he is finished talking, howev-
er, facts that are astonishing to the audience
have been revealed. The fourth in a series of
“Mutineers” cinetracts which shifted from
documentaries pursuing the case of the
antiwar former Self-Defense Force Sergeant
First Class Konishi Makoto to films of hap-
penings staged by a theatrical group.

ki
A Tale of Smallpox

B R :/N\EF#E,/ Photo: Onozuka Makoto

BUF I ANEBENR BAEH - IR - T8 L HE
HF L BFEF. EHED. 1t
1972/ &/ 7O /16mm/96 /S > K

Producer: Ouchida Keiya. Choreographer: Hijikata
Tatsumi. Dancers: Ashikawa Yoko,Tamano Koichi, et al.

1972 / B&W / 16mm / 96 min / Magnetic Sound
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B Documentary fim showing a dance per-
formance by the Butoh artist Hijikata
Tatsumi at the Art Theater Shinjuku from
October 25 to October 29, 1972. Following
four years of silence, Hijikata undertook this
commemorative performance which was a
compilation of his theme of a “Return to
Tohoku.” The producer, Ouchida Keiya, who
also made The Matsuyama Incident
(“Matsuyama  jiken”) and  Underground
Square (“Chika hiroba”), again teamed with
Hijikata in 1976 to film Wind Scenery (‘Kaze
no keishiki”) another Butoh picture. Since
there is only one print of this work extant, it
has not been shown recently. This will be a
special screening of the film from the col-
lection of the Asbestos-studio.

OKNDEPeE wiTeE
Mandala of Mr. O
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1973/ / 7 /16mm/120

Planning, Producer, Photography: Nagano Chiaki.
Assistants: Mamiya Makoto, Kameda Naoko. Art Director:
Tanigawa Koichi. Cast: Ono Kazuo, Kato Kei, Nakamura
Moritsuna, Onodera Atsuko.

1973 /B&W / 16mm / 120 min
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B The second work in the “Mr. O” trilogy,
this is a dance fim about Ono Kazuo shot
by Nagano Chiaki, flmmaker and student of
the avant-garde Butoh artist. Mr. O’s dance
starts in the world of a mirror which unfolds
inside an old vilage farm house in the
mountains, and continues in the outside
world in the second half of the fim, as the
dance space extends into the snow from
the precincts of a temple. A record born of a
session by Messrs. Ono and Nagano
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The Song of Akamata
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1973/4 5 —/16mm/ 87 73

Production: Yugyoki. Producers, Directors: Kitamura
Minao, Matsumura Shu, Mikami Yutaka, Ogawa Katsumi,
Fukamoto Kei, Naito Yoko. Photography: Yanase Hiroshi.
Music: Uechi Noboru. Cast: Suzuki Kazuko, Takewaki
Hitomi, Sadanari Yogi, Uechi Noboru. Sound: Ishiko
Toshiyuki, Miura Yamato. Negative Editor: Sakama
Masako. Narrator: Suzuki Mizuho.

1973 / Color / 16mm / 87 min
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B In Komi on Okinawa’s Iriomote Island,
the traditional Honensai, or Festival of a
Bountiful Year, is called Akamata.
Outsiders are forbidden from both seeing
and filming the mysterious rites. When the
film crew marches onto the island and tries
to approach the villagers, it becomes
apparent that their way of life centers
around the Akamata festival. In the long
run, the crew was unable to shoot any of
the actual rites, but the fact that the control
of Akamata extends as far as the villagers’
mentality, lifestyle, and very existence
etches onto the screen this taboo quality.
The frequent use of stop motion effects,
the villagers’ reacting to the camera as if in
a commemorative photograph, and the
inclusion of freeze frames forces upon us
an oppressive tension.
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Chise a kara
We Build a House

SR : B,/ Photo: Sudo Isao

RGBSR 24 v 7 @ 1EAEH, FERES.
NRIES. BIINE. THENR. BIA., EEERE

1974/ 5 —16mnV56 53 /3EEFH

Production Company: Ethnological Visual Documentation.
Staff: Himeda Tadayoshi, Ito Mitsuo, Koizumi Shukichi,
Sokawa Osamu, Inagaki Naotomo, Watanabe Akira,
Sawahata Masanori.

1974 / Color / 16mm / 56 min / English subtitles
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M In the Ainu language, “chise” is the word
for house. From building materials to con-
struction methods, right up to the celebra-
tory feast that marks completion, the film
carefully records the rebuilding of a “chise”
under the supervision of Kayano Shigeru,
a transimitter of Ainu tradition. This film
was made with both Japanese and Ainu
versions; this time, we shall screen the
Japanese version. A record of folk cultural
traditions, this piece can also serve as an
educational film for young Ainu.
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Seeking for Correlation
'68/75 Ogiwara Masaru
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1975/ / ¥ O/16mm/120 %

Production Company: U.M.U. Creative Logical Space
Research Group, Pepperiand Underground
Cinematheque. Director: Nose Iseo. Staff: Moriwaki
Shinobu, lida Takashi, Baba Masayoshi, lzawa Tatsuo,
lkeda Shogo, Fujiwara Jun’ichi, Okada Masami,
Maruyama Toru, Nose Keiko. Narrator: Shimada Hiroshi.
Source: lida Takashi. Titles: Matsuoka Seigo. Music:
Hayakawa Yoshio, Jacks, Endo Keniji, Takada Wataru,
Yamaguchi Masaharu.

1975/ B&W / 16mm / 120 min

W 1969 FICTER &M A 7z AFE#E . LWhW
ZERBEN—AE LTRILUKRFEZRDTOL
KA VEEHED. EE. BPBEDBADHRT
HESOBE, H#iF. B E[FAMITEFRE]
#X—7—KIZEWIELH B, £Fi3=D>00
—WZHPNTHEY . F—EBIRNFD SN,
ETSIIMII SBRMEA. Z L TEZHIRE
IREBEBANICHERMEICOVWT, £ L THRFER
B, X2y 7 THHBFRRRIBELICON
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M It is 1969, the climax of the “campus dis-
turbances.” One of the so-called rebel pro-
fessors is Ogiwara Masaru, about to resign
from his post as Professor of German at
Okayama University. Amidst his daily activ-
ities, Ogiwara begins discussing his own
impressions, critiques, and philosophy and
focuses on the key concepts of “commu-
nality” and “interrelatedness.” The piece is
divided into three sections: the first part
ranges from the student riots to Ogiwara’s
isolation, the second part from isolation to
interrelatedness. The third part, using
Miyazawa Keniji as a reference, addresses
the concept of communality. Finally, at a
point after Ogiwara’s resignation, lzawa
Tatsuo—also a member of the staff—dis-
cusses the defeat.
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Depopulation Zone
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Production Company: lwanami Productions. Director:
Akiyama Kyoichi. Producer: Takahashi Hironobu.
Photography: Kawashima Yasunobu. Sound: Okamoto
Koji. Narration: Miura Takeshi. Music: Miki Minoru.

1975/ Color / 16mm / 38 min
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B The 1960s and 1970s were a period of
rapid economic growth in Japan. While the
population density in the cities increased,
rural farming villages suffered a drastic fall in
population, a phenomenon that was accel-
erated by the government’s policy of reduc-
ing the acreage under cultivation. This fim is
a reportage on eight villages in different
parts of Japan where this depopulation
problem was occurring. It provides a very
clear, bird’s-eye view of their common prob-
lem: the vicious circle of acreage reductions,
migrant labor, aging of the population,
abandoned schools, and loss of population.
This is the first work in a series of 19 social
education films that were made to treat
these problems individually. Made by
Ilwanami Productions, the professional birth-
place of many outstanding documentary
artists of the 1950s and 1960s.

Japanese Jocumentaries of the 7408
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1974/ / 7 8 /16mm/90

Production Company: Mumeisha. Director: Yamatani
Tetsuo. Photography: Aoto Takaaki. Editor: Nakaya
Shoko. Music: Gasha Shinichi. Sound: Hifuji Takeshi.

1974 / Color / 16mm / 90 min
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B The year is 1973; the place is Minna
Island, part of Tarama Vilage, Miyako
County, Okinawa Prefecture. At the time,
there were five families or twenty-three peo-
ple living on the island. The reason for the
small number is the group migration of eigh-
teen households as government agricultural
immigrants to Onogoe on Miyako Island in a
relief program set up after the 1961 drought.
Shooting the lifestle of the remaining fishing
community, the camera also follows the
acquisition and development of the island
for tourism and the difficulties of the local
inhabitants, some of whom must leave the
island to find work. The shift from the film'’s
first half, highly reminiscent of Robert
Flaherty’s Man of Aran, to the latter half with
its realist aspirations, captures well the state
of documentary filmmaking in this period.
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Pampering Is Not Allowed
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1975/ 1 5 — 16mm/105 55

Producer, Director: Yanagisawa Hisao. Scriptwriter: Atsugi
Taka. Photography: Sakaki Rikiyasu. Music, Sound:
Kikuchi Shimpei. Narrator: Kume Akira Assistant Director:
Tsuchiya Fujio. Camera Assistant: Konno Junichi.

Editing: Aoki Chie.

1975/ Color / 16mm / 105 min
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M Sendai City’s Nishi Taga Work Campus is
a work shop for severely disabled persons
suffering from maladies like progressive
muscular dystrophy and infantile cerebral
palsy. Here the disabled both study and
work. While mentioning its distrust of the
management system and its doubts about
the establishment and design of welfare-ori-
ented workshops, the film records the lives
of the disabled in a matter-of-fact manner.
However, in the final 15 minutes, when we
are shown the process by which a disabled
person puts on a pair of trousers and gets
into a wheelchair, we really get a sense of
their everyday life for the first time. The free-
lance director, Yanagisawa Hisao, who
moved into independent film production
after he began to develop doubts about
sponsored films, has continued to shoot
films from 1968 about severely handicapped
persons. This is his third such film.
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The Cherry Tree With Grey
Blossoms

/
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Producer: Kudo Mitsuru. Director, Scriptwriter: Haneda
Sumiko. Photography: Nishio Kiyoshi, Segawa Jun’ichi,
Wakabayashi Hiromitsu. Sound: Katayama Mikio. Editor:
Kano Shuko. Narration: Kashii Kuniko. Music: lwasaki
Koji.

1976 / Color / 16mm / 43 min / English subtitles
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B In the mountains of Neomura, Gifu
Prefecture, there is a giant cherry tree which
is said to be more than 1,400 years old. As
the film shows the four seasons in a year of
this cherry tree, which is said to have been
originally planted by an emperor before the
time of Christ, it tells the stories related to
that tree. The tale of a doctor buried
beneath the tree, the story of how the flow-
ers’ color changes into light grey after they
are in full bloom. And when spring comes,
the tourists come, and the quiet town
becomes busy and noisy. Haneda, who had
been making art and social education fims
at lwanami Productions, was very much
drawn to this tree, and spent two and half
years filming and another year and half edit-
ing this, her first independent production.
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Mour Djiben: Ma Vie de
Tsigane Manouche
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1977/ 15 —/16 3 1 /607>
Producer, Photography: Omori Yasuhiro, Omori Kimie.
1977 / Color / 16mm / 60 min
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B The Manouche continue their migrant life
as families travel through the Loire region of
France in wagons called a “roulotte.” As the
director shared in their activities, he record-
ed their way of life marked by basket mak-
ing, bartering of goods, hunting hedgehogs,
and simple religious ceremonies. Through
white haired elders talking to the camera,
interviews with some of the French people
who mix with them, and the Manouche’s
involvement with the authorities, the social
state of the Manouche gypsies in France is
clarified. This is the first work of Omori
Yasuhiro, who studied with Jean Rouch and
is also a visual anthropologist. Omori has
since continued to film many ethnologically
oriented films both in Japan and overseas.
While there is a French language version in
Omori's  own voice, we'll show the
Japanese version this time.
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Document of a Class: On
Humanity
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1977/ €/ 7 0 /46mm /4545

Production Company: Group Gendai. Planning,
Construction: “Society for Thinking About the Image and
Education™: Koizumi Shukichi, Shinomiya Tetsuo, Olkawa
Shu, Miki Minoru. Producer: Koizumi Shukichi. Director:
Shinomiya Tetsuo. Photography: Kuroyanagi Mitsuru,
Taniguchi Tuneya, Nakajima Teruaki, Hotta Yasuhiro.
Camera Assistants: Ozato Yasuo, Moriyama Teruo,
Yamaguchi Makoto. Sound: Honma Kimio. Sound
Assistants: Qishi Kazuya, Hanari Ryuiji.

1977 / B&W / 16mm / 45 min
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M This is a record using four cameras of a
class lesson conducted by the teacher
Hayashi Takeji at Hisashigechi Elementary
School in Okinawa on February 8, 1977.
The 45 minute film is exactly as long as the
lesson lasted on that day. That is, we are
there with the children, we listen to the
teacher’s lesson, and we observe each of
the individual reactions shown by the chil-
dren to the teacher’s presentation. What we
see here is a classroom lesson as a creative
process, the “work which creates human
faces.”
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Tokyo Chrome Desert
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Producer: Kuraoka Akiko. Director, Editor, Interviewer:

Yamamura Nobuki. Photography: Oda Hiroshi, Kobayashi

Yoshimasa. Sound: Wakatuki Osamu. Instructors:

Asanuma Koichi, Uraoka Keiichi, Otsu Koshiro, Kubota

Yukio, Suzuki Shiroyasu, Tsuchimoto Noriaki.

1978 / B&W, Color / 16mm / 110 min
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B As the film investigates the problem of
industrial waste, including the extremely
toxic chromium illegally dumped by Japan
Chemical for many years in the larger Tokyo
metropolitan area, it surveys the state of
occupational health problems among former
company workers and discovers afflicted
residents as well. The film even uncovers
how pollution was “exported” through the
setting up of a joint venture company in
South Korea. Only the shots that show the
soil poisoned by chromium are shown in
color, the poisonous red creating a vivid
impression. This film was started as a grad-
uation project for the Athénée Francais
Culture Center’s film technique and aesthet-
ics course. Incorporating some ideas of the
lecturer Tsuchimoto Noriaki, the work
appears to have many points in common
methodologically with Tsuchimoto’s fims.
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Fortress of the Land
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Production Company: Hoshi Productions. Producer,
Director: Hoshi Kiichi. Photography: Tsukamoto Kimio,
Ueda Takashi, Yoshimaru Masaaki. Editor: Kono Hiroko.
Sound: Kubota Yukio.

1977 / B&W, Color / 16mm / 170 min
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B The spring of 1969. The struggle to
remove Tachikawa Base, which began in
Sunagawamachi in Tachikawa City, Tokyo,
started as a joint campaign between the
local farmers who had been opposed to
expansion of the U.S. Air Force base since
1955, and the movement against the
Vietnam War and the renewal of the U.S.-
Japan Security Treaty. Young people live
from day-to-day in trenches they dug to
protect the bamboo flags put up to prevent
flights by American airplanes. The joint
struggle, however, begins to split up over
the end of the Vietham War and the aims of
the movement. And when the hard-line
youth try to build a broadcast tower (a steel
tower), there is a decisive rupture with local
farmers. This represents not only a gap in
consciousness between the quest to pre-
vent the expansion of the base, and the aim
of removing the base itself overall, but also
questions the proper role of the movement.
The film shows the remains of the steel
tower which was removed by the landown-
ers, and ends with the Japanese Self-
Defense Forces taking over control of
Tachikawa Base. Hoshi Kiichi lived in
Tachikawa City and recorded this struggle in
a series, Sunagawa Anti-War Trench Action
Corps (“Sunagawa hansen zango kodotai,”
1969), Trenches (“Zango,” 1971), and
Trenches Il (“Zoku,” 1971). In 1977, he pro-
duced this film as a summation of the
“Trenches” series.
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Korean Envoys of the Edo
Penod
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Production Company: Image Culture Association.
Planning: Sin Gisu. Producer: Takaiwa Jin. Director,
Scriptwriter: Takizawa Rinzo. Photography: Takaiwa Jin.
Editor: Takizawa Rinzo. Sound: Hara Satoshi. Camera
Assistant: Shimizu Yoshio. Music: Takahashi Yuji. Cast:
Van Dorian. Narrator: Nishimura Akira.

1979 / Color / 16mm / 50 min
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B On Tsushima Island, located midway
between the Korean Peninsula and Kyushu,
there remain a large quantity of ancient doc-
uments concerning Japan’s relations with
Korea. Using this as a starting point, the fim
follows the footsteps of the Korean
embassies sent to Japan in the Edo period
between 1607 and 1811, their fleet and pro-
cession visiting the Edo Shogunate under
the protection of the Tsushima fief. The film
uses as a motif the remaining eight scrolls of
a panoramic diagram of the procession. As
the film moves from the Seto Inland Sea to
Osaka and Nagoya, the film touches on vari-
ous documents and calligraphy, as well as
clothing and other artifacts from the Vi
Dynasty left in each region. Through pursu-
ing and experiencing this history after the
fact, the film clarifies the friendly relations
that existed at that time. It is a historical
documentary that demonstrates how much
history had been distorted as Japan moved
to annex Korea.
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Production: N.D.U.

1971/ B&W / 16mm / 87 min
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M The phrase “motoshinkakarannu” means
that no seed money is necessary; that is, it
refers to prostitution. N.D.U. members such
as Nunokawa Tetsuro stole into Okinawa
before its return to Japan, and sneaked into
the “red light district” in Koza to report on
the prostitutes and tourists from Japan. In
addition to prostitutes, it mixes in anti-
American riots, a general strike, violence by
African-American soldiers, and festivals to
show in a condensed fashion the various
problems of postwar Okinawa. Working
from this film, Nunokawa has also produced
Takkuruse (1987) by reediting it with the
addition of news footage of the visit by the
Crown Prince, the Himeyurinoto Memorial,
and the incident surrounding the Japanese
flag. While the original print was taken apart,
it has been restored as much as possible to
the original state for this showing.
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Linga Raja
A Story Dedicated to Voidness’ Love

5

1972/ h5—16 3 ) /559

HEIOMT AL BB SHAEEDY
Production: OM Film Division. Director: Oe Masanori.
1972 / Color / 16mm / 55 min
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B Oe spent the latter half of the 1960s in
New York City and produced over 10 films
in the midst of the hippie movement (among
them, there was a film which visualized the
experience of “tripping” on LSD). He has
become deeply interested in the Eastern
spiritual world, and has recorded his jour-
neys to India and Nepal. Based upon these
records, this film is a personal documentary
composed in accordance with Oe’s own
state of mind. In its use of such techniques
as overlap and flicker, one can detect
aspects of drug movies. This showing uses
a print that was newly struck from the nega-
tive created in AB roll editing.
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Extreme Private Eros:
Love Song 1974
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Production Company: Shisso Productions. Producer:
Kobayashi Sachiko. Director, Photography: Hara Kazuo.
Sound: Kubota Yukio. Music: Kato Tokiko. Editor:
Nabeshima Jun.

1974 / B&W / 16mm / 98 min
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M This is the second work by Hara Kazuo,
who left a strong impression on the 1970s
and 1980s. Takeda Miyuki, Hara’s former
lover, left on a trip to Okinawa by herself,
taking her children. Drawn by her letters,
Hara heads for Okinawa and follows up on
her life style. Takeda is living with a woman
friend, who ends up leaving because of
Hara’s presence. The camera then pursues,
on the one hand, Takeda’s life after that
point, recording her relationship with an
African-American soldier, her escape from
Okinawa, and the birth of their inter-racial
child, and on the other, the relationship
between Hara, who is fiming, and
Kobayashi Sachiko, who is his assistant and
producer, up to the point of the birth of their
child. Here, the reversal of the filmer and the
filmed is exposed, making clear in the
process that the issue of the collective and
individual which had been pursued from the
sixties to the seventies, had inevitably shift-
ed to the relationship between individuals.
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Going Down into Shinjuku
Station

F

BE I HZATE
1974/ / 7 O /A6mm/15 %
Director: Jonouchi Motoharu
1974 / B&W / 16mm / 15 min
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B The late Jonouchi Motoharu, who had
acted as the leader of the student film world
from the 1950s, not only continued to film
avant-garde works, but also turned into fim
records of the student movement. Using the
motif of Shinjuku Station, the stage for many
a revolt, this work was filmed to be used as
part of Jonouchi’'s own performance, and
was completed afterwards by recording his
recitation of a poem for the sound track.

HEDEIS
Impressions of a Sunset

1AL - R - R | SSAREERER
1975/ € / 7 B /16mm/25 4
Director, Photography, Editing: Suzuki Shiroyasu.
1975/ B&W / 16mm / 25 min
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B The filmmaker gets hold of a used 16mm
CineKodak camera as old as himself, and
records just as it is his day-to-day life after
that in 10 rolls of film. His everyday feelings
of happiness, such as the sheer joy of
acquiring the camera or the days he spends

Japanese Documentaries of the (9705

with his family, fill the screen along with his
own whispered comments. This is a private
documentary by Suzuki Shiroyasu, the
experimental fimmaker and poet—a fim
diary of the two months he lived with the
camera.
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Okinawan Harumoni

BER 2y 7 A, RAE. &l ILaEx
1979/ H5— /83 Y B4R /IR YT K

Production Staff: Yamatani Tetsuo, Genmaki Yu, Hase
Hiroshi, Minayama Motoki.

1979 / Color / 8mm / 84 min / Magnetic sound
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B During World War Two, the Japanese
Army sent young Korean and Chinese
women to the front to serve as “comfort
women” (prostitutes reserved for soldiers).
This fact was not so widely known at the
time this flm was made, but Yamatani and
his staff head for Korea in search of surviv-
ing Korean comfort women. However, it
was in Okinawa that they found one.
Yamatani visited the first former comfort
woman whose existence was confirmed, Pe
Hongi, and as he checked the historical
facts, investigated her life afterwards in
Okinawa where she has become a “haru-
moni” (an “old woman”). What Pe meant
when she said at one paint, “l wanted Japan
to win,” would become an issue when her
solitary, decomposed body was discovered
in 1991. This 8mm film had been sealed up
because there is only one copy, but it is
being shown especially for this film festival.
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Symposium: “What to Learn from the 1970s”

Host: Yamane Sadao
Guests: Koike Masato, Hara Kazuo, Fukuda Katsuhiko, and Yamatani Tetsuo
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Minamata Summer Oranges
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Production Company: Seirinsha, Family Fruit Growers
Cooperative of Patients with Minamata Disease, Minamata
Disease Center. Producer: Yoneda Masanori, Yanagida
Koichi, Takagi Ryutaro. Director: Koike Masato.
Photography: Ichinose Masafumi, Shimizu Yoshio.

Sound: Kubota Yukio. Music: Tsutsumi Masao. Narrator:
Ito Soichi.

1984 / Color / 16mm / 55 min
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W About thirty years have passed since the
outbreak of Minamata disease. The work of
dredging up sludge and building landfill con-
tinues to this day in the Shiranui Sea.
Amidst all this, there are some patients and
their families who have stopped living off
fishing and have instead grown tangerines.
In this film, Koike Masato, who was a mem-
ber of Tsuchimoto’s staff, follows the lives of
people in the Family Fruit Growers
Cooperative of Patients with Minamata
Disease. While raising amanatsu mikan
(Watson pomelo), they try to stick to organic
farming as much as possible. However,
there were six farming households who vio-
lated the will of the collective and used agri-
cultural chemicals. The cooperative wavered
over how to treat these families. Then, win-
ter came and harvesting of amanatsu mikan
began.
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A Grasscutter’s Tale
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Producers: Hatano Yukie, Fukuda Katsuhiko. Director:
Fukuda Katsuhiko. Photography: Uryu Toshihiko, Fukuda
Katsuhiko. Narration: Shimizu Koji. Music: Komukai
Kyoko. Titles, Haiku: Ishige Hiromichi. Sound: Asanuma
Yukikazu.

1985/ 16mm (orig: 8mm) / Color / 82 min
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B Fukuda Katsuhiko, who served as an
assistant director in Ogawa Productions’
“Sanrizuka” series, remained in Sanrizuka
even after Ogawa Productions moved to
Magino Village in Yamagata Prefecture, con-
tinuing to produce films there. This work
depicts in the form of 19 short episodes the
life of an old woman named Grandma
Someya after her son and his wife left, as
she continues farming by herself. As
Grandma Someya weeds the field, alone but
happy, she relates stories of the sons who
have passed away, of her husband who
was a barber, of a strange dream, of the
time she first came to Sanrizuka to cultivate
new fields, of how she once ate only match-
es when she was a child, of family quarrels,
and of the death of her husband, and so on.
As the camera follows Grandma’s work, it
moves to hear her telling these old stories.
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A.K.A. Serial Killer
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1969-75/ 77— /16 X ) /86 5

Staff: Adachi Masao, Matsuda Masao, Sasaki Mamoru,
Iwabuchi Susumu, Nonomura Masayuki, Yamazaki
Hiroshi. Music: Togashi Masahiko, Takagi Mototeru.
Supervisor: Aikura Hisato.

1969-75 / Color / 16mm / 86 min
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H A young man who was born in Hokkaido
and grew up in northen Japan travels
around the country—Tokyo,  Osaka,
Yokohama, Kobe—while repeating petty
crimes. He tries to smuggle himself out of
the country, but gets hold of a gun and
commits a series of murders in various parts
of Japan. The fim follows his footsteps,
touring various areas. However, there are no
testimonies or traces related to this man,
and so we only come to know about him
and the places he probably was through the
narration. This man is Nagayama Norio, who
shocked the world at the time. The original
title was the following: “In the Autumn of
Last Year, There Were Four Murders in Four
Cities Involving the Same Gun. This Spring,
a 19 Year-Old Boy Was Arrested. He Was
Called a Serial Murderer.” This film was pro-
duced in 1969, but there was no prospect
of a public showing at that time, and was
shown for the first time in 1975.
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The Red Army/PFLP:
Declaration of World War
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Production Company: Wakamatsu Productions.
Cooperative Editing: The Japanese Red Army, P.F.L.P.
Staff: Wakamatsu Koji, Adachi Masao.

1971/ Color / 16mm / 70 min
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M This is a “news film” produced by Adachi
Masao, who shifted his focus in life from
filmmaking to the struggle for revolution, and
his alliance from the Red Army to the
Popular Front for the Liberation of Palestine,
all with the aim of helping organize the
movement for world revolution. The fim
depicts the contemporary reality of the
struggle by the P.F.L.P. and the Red Army
and offers such propaganda messages as:
“Armed struggle is the language of the
oppressed.” The picture starts with the
hijack incident by the Red Army in March
1970, and the bombing of a Pan Am aircraft
by the P.F.L.P. in September of that year,
and becomes dominated by sloganeering
intertitles and scenes of soldiers studying
and training, the soldiers—including the
female soldiers of the Red Army faction in
Palestine—speaking to the “revolutionary
people.”
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Manifesto Against the State
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Production: Rhinocerous Productions. Direction:
Yamazaki Yuji, Kawashima Kazuo, Ishikawa Ranko,
Umano Masayoshi. Photography: Iwanaga Masatoshi,
Akiyama Hiroshi. Construction: Yasuda Tetsuo, Yamazaki
Yuiji. Sound: Ogata Ryuhei. Editing: Oshima Tomoyo.
Production Logistics: Umano Masayoshi.

1972-95 / B&W / 16mm / 65 min
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B Okinawa was “returned to the Mother-
land” on May 15, 1972. The young mem-
pbers of the Okinawa Youth League
opposed to this call it an “invasion.”
Yamazaki follows their actions, and reports
on both the figure of the Okinawan people,
whose distinctive character as a people has
been the subject of discrimination and oblit-
eration within postwar democracy, and how
they have moved to various areas in Japan
after the return. Finally, the film arrives in
Hokkaido to touch on the Japanese peo-
ple’s aggression against the Ainu, consider-
ing with passion how the rights of the
indigenous people, the Ainu, are being
ignored, and the need to restore Ainu ethnic
rights. The print used in this showing is a
reedited version of Manifesto Against the
State: Notes for Completing a Map of the
Non-Japanese Archipelago (“Hankokka sen-
gen (Hi-Nihon retto chizu kansei no tame no
noto),” 75 minutes) and what may be
regarded as its sequel, Ainu Shitappiri (28
minutes), made in the same year. The direc-
tor himself edited this version for screening
at this film festival.
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Film prints courtesy of:
Ogawa Productions
Siglo Ltd.

Nunokawa Tetsuro
Watari Masayuki
Matsukawa Yasuo
lwasa Hisaya
Asbestos-studio

Ono Kazuo

Kitamura Minao
Ethnological Visual Documentation
Nose Iseo

Yamatani Tetsuo
Iwanami Audio Visual Media Inc.
Yanagisawa Hisao
Jiyu Kobo Inc.

Omori Yasuhiro
Group Gendai Inc.
Kuraoka Akiko

Hoshi Kiichi

Visual Culture Society
Oe Masanori

Shisso Productions
Jonouchi Mineko
Suzuki Shiroyasu
Image Forum

Fukuda Katsuhiko
Yamazaki Yuji

The Japan Foundation

Still photographs:

Onozuka Makoto (A Tale of Smallpox)
Sudo Isao (Chise a kara)
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Wl = P p—

The Song of Akamata (70s DOC)
BE/NEFEHR - THY2OHR—EBRE - H5R
The Song of Wishes (ASIA)

BUWEOH

Sorry, | Am an Actress (ASIA)
LB L

Spiritual Voices (SPECIAL)

BHOE

The Square (COMP)

i

Standard Gauge (7 SPECTRES)

RF il — e F—3

Summer in Narita (70s DOC)
HARERREAR - ZBIROE

A Taiwan Boy (ASIA)

BEDE

A Tale of Smallpox (70s DOC)
RiEE

Telechante (ASIA)

TLFELZb

They Are Killing the Horse (ASIA)
EriEnz

Think Like A Mountain (ASIA)
DR 5

The Thirteen Assassins (JURY)
+ZADRE

Three Day War in Narita (70s DOC)
ZEix - B REEIAZRE RIS
Tokyo - Pankow (ASIA)
"E—/N>0—

Tokyo Chrome Desert (70s DOC)
HR 7 OLER

Tongues Untied (7 SPECTRES)
BERLOD ) X L

Tupada '92 (ASIA)

Bi%S '92

The Twelfth Tokyo May Day (7 SPECTRES)
BH_EREX—T—

Us (SPECIAL)
5

Vernon, Florida (7 SPECTRES)
Fo— e, FAYE

Videograms of a Revolution (7 SPECTRES)
W—=RZTEBETAT T L

WAX: Or the Discovery of Televison Among the
Bees (7 SPECTRES)

WAX—ZET7 LEDHER

Wedding Ceremony of the Ainu (7 SPECTRES)
714 X OFEER

Why Don't We Sing? (JURY)

YR SOEE E R

Window Water Baby Moving (7 SPECTRES)
J4 o F—sggp—— s R—F—+ L—EXYT
Winter in Narita (70s DOC)

BB - =25

With Lawrence in Arabia (7 SPECTRES)

AL RERKICTSETT

With Allenbee in Palestine (7 SPECTRES)
NUAFFTTFRLE—EH#IC

Wyler's Home Movies (7 SPECTRES)
TAT—DR—L s L= 1 —

The Yellow Caesar (7 SPECTRES)
e —Y—
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and Sciences
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Asahi Shimbun, Cultural Project

Division (38 B $7RI4t AL E)
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Athénée Francais Culture Center

(7% 7272t r5-)

Australian Broadcasting Company,

Aboriginal Programs Unit

Australian Film Commission

Ba)ndai Visual (N> 4 1ET 2T

1%

BBC Television

Berlin International Film Festival,

International Forum of Young

Cinema

Boomerang Production

BOX Higashinakano (BOX %)

British Film Institute

Canyon Cinema

California Newsreel

Central Motion Picture Corporation

Cine Quanon (Y x4/ >)

Cinematographer (¥ %~% rJ 57

- —

Cinema Verite (Y%~ -+ 7 zx)7)

Cinemaya .

Cine Saison (¥ xtv )

Dainana Geijutsu Gekijo (Bt=
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D’Art Kansai Print Center (7'—»)
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Dragon Films Inc. (#8#%7)

East Japan Marketing &

Communications Inc.
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Eiga Shinbun (RRiE#f )
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Embassy of the U.S.A. in Japan
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Ethnological Visual Documentation
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Festival dei Popoli
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Films Transit Inc.
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Cable TV, Yamagata (7 — 7 L7
L L)
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The Festival is supported by many people including the following persons living in
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Azuma Chiyoji (BZETFHRA)
Luke Barron (JL—% /8O >)
Chitose Takeshi (F##k)
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Hino Masayo (HEFHAY)
Hirano Makiko (i F)
Honjo Yohei (ARFr#F)
Honma Makoto (AF5)
Hori Kotaro (JE7&AER)
Horishi Chikako (Y&+%18]F)
|da Hideyuki (FHZE=E)
lesaka Kaoru (FRERE)
lesaka Tamao (FKFREH)
lkeda Chisaki (itzEEF8x)
lkegawa Takayuki (ithf8If£2)

Inoue Miharu (3 £ 3£8%)

Ishii Kentaro (RF{#AER)
Ishijima Tomoko (BB F)
Ishikawa Akiko (&]IIBEF)
Ishiyama Emiko (BILIZEF)
Ishizawa Masakatsu (BRER)
Itagaki Kou (#Ri#E31 )

Itagaki Masayuki (#RIEIE=)
Ito Daisuke (fFEEXHH)

Ito Hana (fREE/NF)

Ito Mitsuyuki (fREE=2)

Iwai Ryoko (E#HEF)

Jinbo Emi (#8{R&E %)

Kamijo Takahisa (HEBX)
Kan Michiko (&E%%F)
Kaneyama Ryoji (£1UF=)
Kanya Katsunori (B&528l)
Kato Eiko (hIEESRT)

Kato Enji (fNEEMA)

Kato Itaru (HIEEZEI)

Kato Naoki (hNEEE#)
Kawade Kenji (/I HEF])
Kawaguchi Hajime (J1/15)
Kawai Isao (J113%h)
Kawamura Sora (JI1#1% 5)
Kawano Yoshikatsu (A% €k%)
Kimuta Eiko (A#A$82F)
Kobayashi Kazumasa (/|\#k— )
Komatsu Yaeko (/A% 2 F)
Kumagai Jun (RE&#E)
Kumagai Juzaburo (RE8&E=FR)
Kunikata Mieko (BIA=%F)
Kurihara Hideyuki (ERFE =)
Kusakari Akira (EXI%)
Kuzumaki Fumiko (B%3F)
Maekawa Michihiro (&1)I[3&18)
Maeta Yuki (FTHED)
Maruyama Yasuko (FLILEEF)
Masuya Shoko (¥4&48F)
Masuya Shuichi (¥48%—)
Matsuda Rikiko (VAEHIEEF)
Matsuki Isako (#AARIHF)
Matsuki Shosuke (HAARSE#E)
Matsumoto Ken (#A7fi2)
Matsumoto Tsuneyuki (HAZ<% )
Matsunoi Fusako (AZFH#EF)
Mineta Katsuko (E£MH#ETF)
Misawa Michiko (=Rf&F)
Mitsui Koji (= F =)

Miura Haruko (=;#EEF)
Miura Kazuhiro ( F0iE)
Miyoshi Kentaro (=#F{#AER)
Mizuguchi Michiko (K EAZEH1F)
Momata Miwako (F{REFF)
David Moore (¥7-7°4t"h)
Mori Fumio (FF3XX)

Moriya Kuniaki (F%%& 7L ZRB)

Moriya Ryuichi (FF&k—
Muko Hiroko (U5 F)
Murai Ryoko (13 RF)
Murayama Emiko (f1LUIEEF)
Murayama Hideaki (+$1LI5568)
Murayama Junichi (#3LiJIE—)
Murayama Junko (#31LI#HF)
Nagaoka Toshikazu (REHF—
Nagasaza Ryo (EiZ#%)
Nagasawa Shigekazu (FiE%)
Nakagawa Fumio (71)I|328)
Nakagawa Hiroki (R/I|R4%)
Nakamura Megumi (sh#17)
Nakano Junko (1R%§;2F)
Nakano Shingo (F#HEE)
Narihara Tomoko (FEF1F)
Nasu Junko (BRZERAT)
Nishimura Akiko (FE#1BAF)
Nito Toshi ({ZE¥f%)

Oe Takashi (XiIS5)
Ogasawara Hiroshi (/N5 /E%)
Ogasawara Isao (/N¥/R1H)
Oka Noriko (F#F)

Okada Kazuko ([HF1F)
Okada Ryoko ([EHEF)
Okamoto Atsushi (EIAER)
Okazaki Takashi (FEI&Z)
Okazaki Yone ([IF3 %)
Ono Akihiro (/NEFBAJR)
Onuma Mikio (KB 1#)
Ota Tsuneo (KH1EX)
Otaki Makoto (AzH)
Otomo Yusuke (KRH#AN)
Otsuka Hiroko (XIFBF)
Ouchi Shizuko (XREEF)

Ri Shohei (ZF#&¥F)

Geoff Robins (¥"17-0t"V4)
Saito Eiji (F#E¥F)

Saito Hisao (FFEEAIM)

Saito Keiko (FHERF)

Saito Matsutaro (EFEEHAAER)
Saito Yaeko (FEXAT)
Saito Yuko (HHERTF)
Sakabe Noboru (3REF%)
Sakurada Yuko (#H#F)
Sanno Yuka (&4 mBff)
Satake Masami (#£171E3%)
Satake Yoshikazu ({£71%#0)
Sato Hiroshi (f£#Et#sE)

Sato Katsura ({£B§tE)

Sato Kazuyo ({£BEFIfY)
Sato Keiichi ({£F¥&—)

Sato Kiyoko ({£BEiEF)

Sato Kumiko ({ZBEREF)
Sato Shin (£#H)

Sato Yuji ({£ZEEEA)

Sato Yukie (1£BE® %)

Satomi Masaru (2 R{&)

Seki Akemi (R3RAZE)

Seki Osamu (F1&)

Sekine Yoshinori (BItR7ERI)
Vince Sherry (k" 422 ¥1Y-)
Shibasaki Yumiko (4EIBE%ETF)
Shibata Shigeo (4HE %)
Shibuya Keiko (%&EF)
Shibuya Takao (&&EK)
Shimizu Mayumi (&K EEB3%)
Shiohata Rena (18HIZ)
Shirata Yoko (EH*F)
Sokabe Tetsuya (B )
Sugawara Akemi (ERAZE)
Sugaya Katsunori (B4 58l)
Suzuki Eiichi ($AR%E)
Suzuki Hajime ($$A—
Suzuki Mayumi (#AK% 0 &)
Suzuki Norio ($57K#8%)
Suzuki Ryuichi ($57AB&—)
Suzuki Shigemi ($5AK883E)
Suzuki Shunpei ($5AK%&F)
Suzuki Toshiko (S8 F)
Suzuki Yasuko ($5AKEF)
Suzuki Yuki ($5K42)
Suzuki Yuko ($57AK48F)
Suzuki Yuuki ($5AKtHE)
Jennifer Swanton (" 1=77-+27bY)
Stephen Swenson

(R74-7"2 Z91VAY)

Swenson Tomoko (AI1/A/EF)
Takagi Toshiaki (ZAF|A)
Takagi Yoshimi (SA&& L&)
Takahashi Keiko (S#EF)
Takahashi Saori (S &14))
Takahashi Shohei (S5&)
Takahashi Sunao (E#&E)
Takahashi Takuya (S#&5)
Takahashi Yoshiaki (S3{ R )
Takahashi Yuko (Si&thT)
Takeda Hideyuki (RAZEE)
Takeda Masako (EHIEF)
Takeda Sachie (RE%=E)
Tamatsu Toshihiko (EZEZ)
Tamemoto Akane (A7)
Tanabe Ken’ichi (& ERE—
Tanaka Eiko (H#ZEF)
Tanaka Keiko (HFEF)
Tanaka Yuko (FEF#F)
Tanno Kikue (RE &< &)
Tanno Yoichi (FHE5%—)
Teshima Kensuke (Fl§3kéH)
Terada Ryuzo (FHEE)
Terasawa Yoko (FZBF)
Terui Michiko (FBHEEF)
Toshima Miyuki (ZI83£42)
Toshimoto Hiroshi (Fll7c5)

Toyoshima Junko (& &#F)
Tsuchida Hirofumi (£E#X)
Tsukii Yoshinori (B3 R#)
Uchino Katsue (% 5:1)

Ui Kentaro (3 B AEB)
Uozu Hidetoshi (g% %)
Watanabe Akio (E:DBAX)
Watanabe Junko (EZiZF)
Watanabe Toshiko GEAFF)
Watanabe Yasutomo (EiZFEkK)
Watanabe Yu GEDE)
Yahagi Chozaburo (%K#k & =8RB)
Yahagi Hiroko (%&F#05F)
Yamauchi Kenji (ILRf2!2)
Yano Hideya (XE%E3R)
Yano Tokio (XKEB5S)
Yasuda Tomoko (ZHEF)
Yokoo Koichi (1#Z4F—)
Yoshida Katsuaki (% HRHE)
Yoshida Kiyomi (ZFH & #)
Yoshida Saeko (FHEAF)
Yoshida Tomomi (ZHEX)
Yoshida Yukio (FHEH)
Yoshikawa Chiho (Z)I|F%&)
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YIDFF Organizing Committee

2R g3 fEFkT%_%:KEK HIRET President Sato Kojiro, Mayor Takahashi Takuya
"UL\JE WIRH B AERE — M= Vice-Presidents Nishizuka Miya
A= &l EE=3=3 HEFAL Itagaki Keiji, Deputy Mayor Miyasaka Sachiko
A HEE Yokota Shozan, President, Art Yuki Kozo
REE H 3 HH H 3 R R and Cultural Society of Ikeno Toru
BZER TAARSEH A Yamagata City Satomi Masaru
ER R AR Chairman Tanaka Satoshi Tanaka Zenjiro
BIRET # f&— Vice-Chairman Takamura Kenichi
AMEEIEA SRR Matsuki Shosuke Yokoyama Ryosuke
BREF R HIEEER MEEA B Members Yuza Akihiko Inoue Kenichi
EiEfm— EH IR Kurosaka Sadayuki Aida Saburo
BRIEE LSBT Saito Masakazu Permanent Member
G AL RIEIT— Iino Shoetsu Umetsu Hisao
TEIF 3 Nagasawa Yuji Auditors Konno Kazuko
Tomitsuka Masaki Ozaki Koichi
BERETEESEER st el Festival Staff Operational Assistance
TEEE ID Corporation
EHRE PR wAE— Festival Director Tsukada Takayuki
HBERAE wBE= Sato Takeshi Okoshi Akira
257 Pt SEaf FEHtEE 7 Deputy Director
R HAKIHLT A 71 Takahashi Kozo Interpreters ~ Akiyama Tamako
CYRES BHEZ Staff Inamura Hideyoshi Catherine Cadou
&2 S KL Nakamura Shinji Igarashi Tomoko
TnEEEF Miyazawa Hiraku Hirano Kanako
Iyyzh-NnrEy-O¥E GER) FRILERT- Takano Hideaki Kang Haejung
VA AM)=X-HFw Kato Eiko Kato Kakuichi
Ho—F= P a— 4 3~ F HTREF Michelle Hansen-Robbins Kawachi Wakako
WM& H 3 FEFINZL Sarah-Jane Mead Kawada Tomoko
ATEBEETF NHEEF Yamaguchi Mayumi Kawaguchi Yoko
ik MR T N F Igarashi Yumiko Kimura Haruko
THEZE EHE Assistants  Saito Shigeko Kojima Hiroko
TR — Kudo Takanobu Komoto Junko
HAEBRE GLiEn Masamura Kazuko
FRigiird AT Director, Tokyo Office Morisawa Hatsu
TANL - T=F4 2 —F— RBET Yano Kazuyuki Nakayama Kie
/NEFEEF AR T Film Coordinator O Aimi
T PG L TG Rl — IERFIF Ono Seiko Ganbold Odontuya
(BFLE) HIR® Program Coordinators Osaka Fumiko
<=2« /=% R PLEE 7 Spectres  Abé Mark Nornes Takabe Keiko
FRIBATHE EEXE Fukushima Yukio Takahashi Miwako
(7 ¥ 7 EAEHEL) HY/HRNVE-FFr MY New Asian Currents Takase Yumiko
v P s Px Hes NS Aaron Gelow Maya Morioka Todeschini
BT BT Fujioka Asako Ukai Hisaji
R B EH T Fuseya Hiroo Uozumi Yukiyo
(AR KFz A5 —) EIEHET Japan Documentary Wang Zhong-yi
THEH 2w A E—E Yasui Yoshio Watanabe Mari
WE - L FIFERA HBEIA Editing and Public Relations Yamaki Atsushi
ik BEREE AEEA Shinkawa Takahiro Yamanouchi Etsuko
JLEFLF ER— Assistants  Fujiwara Toshifumi Yamane Michelle
H AT DB Kitano Etsuko
(HAFF2Ar%1)—) 1A A Tanaka Junko Projection staff
ERFZ IWRI v = v Japan Documentary Arata Shoichi
TR %ﬂ% 112 M Tomioka Kunihiko Ishii Yoshito
Nishihara Tazu Sakaguchi Takashi
FHEEET K7 4% — (359 AT TG 7= Sakamoto Ryusuke
F B A 5t HIE— Pre-selection Advisors Haraguchi Yoko
#ILE—HR AHFA Inada Takaki Harada Toru
TEHBSE WOmE Murayama Kyoichiro Honjo Masami
WA Watabe Minoru Matsumoto Keiji
KAy —EFH AL HO#F Yamamoto Kin
EEBA JE T Poster Design Kamijo Takahisa Yoshikawa Takeshi
HEHRRA Y —FHL 7 - K E S Teaser poster design & Catalog design Adachi Naoki
ArasLA477 b MARET Yamaguchi Atsushi Yamano Yoshio
Il mE LA Catalog Translation
(# %o 7§iR) ElE:3 Akiyama Tamako Festival intro film
KILFRT o 53 1B A8 Michael Baskett Rox Lee
T4V NAT Y b LB Gordon Fitzgerald Tamura Masaki
:l — Y LY IELT W Fujiwara Toshifumi Akiyoshi Nobuyuki
MESs LYy b-O— Aaron Gerow Fuseya Hiroo
gﬁlﬁﬁﬂ;ﬂg By Rel= Jonathan Hall
77—y .Y zu— A IE 5 Hayashi Yuko Film Subtitles
ww ST HEREE Kojima Hiroko Tanaka Taketo
JatHr o F—N REEHE Anne McKnight Fujiwara Toshifumi
= Mera Noko Hori Naohiro
Tre=xv7F+4% 74 VATERR - BB Ono Shinya Ito Miho
HEET HP®RA Osaka Fumiko Karima Fumitoshi
T JE 1% T TR R Saito Ayako Kuru Kiyo
INEHE Y 54 Laurie Wesselhoff Matsuoka Yoko
TR T IRIERE Sato Mika
AT lEiberd Daily Bulletin Sato Keiichi Shindo Terumitsu
O—1)— - Xyt)Lk7 AEER Takahashi Sunao Takayama Mika
A ZEF Masuya Shoko Ueda Kazuo
FAY = 22— ARE EBEE Suzuki Eiichi Stuart J. Walton
ﬁiﬁ%’“ﬁ‘* mILEE Michael Baskett
Ei5HE HERE ARG Fujiwara Toshifumi
EHEMFE Kato Itaru
ZFzT—F - ] » Masuya Shuichi
P B
AN NRT v b

MEAR - pE - BE -

N A = EDNEE, BFEEIE

Z0# L T\ F 9, Japanese, Chinese, Korean, Hungarian, and other names from cultures where the family

name appears first are printed in romanized form in this catalog in accordance with those customs, with the family name first, the given name second.
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