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EM4EfR | The Lineup of Films

SNk (5o s ssi)
Tlga Dara [Digitally Restored Version]

(The Three Sisters a.k.a. Three Maidens)
1956 | 115 min. | Digital

[BEE] YR<IL - ARTAIL
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B - AT THEIREIE. AV RRITREIOR, VAL - 1A
ANDRREDVED, 2016 FEITIEZT - T4 FIEBIZL>TIXA(Y
HEMESN, RRERBESR CROSSCUT ASIA T EMRENT,

[Director] Usmar Ismail

[Cast] Citra Dewi, Mieke Wijaya, Indriati Iskak

» A family-drama musical about three sisters and their lives
with their father and grandmother as they each pursue the
meaning of love in the family and among soulmates. Usmar
Ismail, the father of Indonesian film, directed this cheerful
musical comedy.

EMTASIY—  BIBEF. XART - §7UST
Film Programmers: Takasaki Ikuko, Meiske Taurisia

9808—4 > FAL 7RIk
104iEHD 7 >y —
9808: Antholo{gy of 10th Year

Indonesian Reform

2008 | 115 min. | Digital

[BEB] V4RRX - RWYTIH, IFa - TORTAY, FvT4 T4
FHY, RT4—"7 - €5— - RAT4T7TT14. NT4RX, LyF¥F—- IR
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v TIT= - TR TIY
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POAL/ RERT LRSI, FEER>T

[Directors] Wisnu Suryapratama, Ucu Agustin, Otty Widasari,
Steve Pillar Setiabudi, Hafiz, Lucky Kuswandi, Anggun
Priambodo, Ifa Isfansyah, Edwin, Ariani Darmawan

» An anthology of 10 short films from 10 filmmakers about May
1998 when something that no one thought possible happened
in Indonesia. After persistent demonstrations, primarily by stu-
dents, the repressive era of President Suharto came to an end.
In this omnibus film, 10 filmmakers look on the events during
that month.
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IO
Pintu Terlarang
(The Forbidden Door)

2009 | 115 min. | 35mm

© Lifelike Pictures / producer: Sheila Timothy
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LI —I\GEBRE LIz 3RT—,

[Director] Joko Anwar

[Cast] Fachri Albar, Marsha Timothy, Ario Bayu

» Gambir, a successful sculptor, finds his life turned upside
down when he begins receiving mysterious messages from
someone asking for help. When he stumbles upon an illegal TV
broadcast which offers snuff films, he finds out that the person
trying to reach him is a 7 year-old boy who was been kept and
abused by a vicious couple. As he digs further, he discovers
that his wife, Talyda, may be involved.

T AR ERETRAEREE
Print courtesy of the Fukuoka City Public Library
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SITI
SITI

2014 | 88 min. | Digital

(B8] =5« - Fv73/

[HiE] RA—IL - Y, 41TX - 748K, EVIY - TaL—I - Tq
KRR, T471 - T4EF NAF)L - HUX

> I5q - FH7A/ORRB21ER. ¥BRBEOKREEF. ZLT(ER%E
B30I, BRITBTRFvI%FEY, RIEHFATDRRATRELTHE
LeBICEIKST1, 1288, RIGOZBAS L. EARICRENIZRILTY
STAREL, PVHAR—IVERRERZR%IELH. BRADE ORE
KTLEMR, BELDROESR.

[Director] Eddie Cahyono

[Cast] Sekar Sari, Ibnu Widodo, Bintang Timur Widodo, Titi
Dibyo, Haydar Salishz

» Although still a young mother, Siti has to provide for her
paralyzed husband, son, and mother-in-law: she sells snacks at
the beach during the day, and works as a hostess at a karaoke
bar during the night. Despite her dedication, Siti's husband
is repulsed by the nature of her nighttime job. The more Siti
works hard for him, the more he rejects her.

BH S EFERRER
In cooperation with Zushi Beach Film Festival



White Shoes & The Couples
Company in Cikini
White Shoes & The Couples
Company di Cikini

2016 | 84 min. | Digital

[BE] A>Y— - TrovT—vay

[H5®] White Shoes & The Couples Company

> o ALY T 2002 FICHER SN, [EEDRY T IL—7 White
Shoes & The Couples Company.oDFF=TDZ( 7 %E 7R
Faxvd)—o AVREITOGLHEREMAAATTIH CTRY TR
TG, AV RIS TEROHRSTKE, BARTHEBEL R, &K
SEMSECTHELDHE— A,

[Director] Henry Foundation

[Cast] White Shoes & The Couples Company

» 13 years after White Shoes & The Couples Company became
a band on the campus grounds of the Jakarta Art Institute, they
return for a historic performance on the stage of the Graha
Bhakti Budaya concert hall. Henry Foundation captures their
onstage charisma like no other, as well as backstage moments
filled with intimate stories of their early days and beloved birth-
place Cikini.

AV R3S iE iR E 2
Best Selections of Indonesian Short Films

S NEA
Maryam
2014 | 17 min. | Digital

[B5B] >5 - HL—
> ERABLR)LDR) T, BREEEOEEEZR TV, V)XY
RIBRITE W EBENTCK L, LRLRTHET S, FUXMED
SHORTRELZIZEEGDOEMENIELERET 5, VY17 ERRER
AU/ T1EFITEE,

[Director] Sidi Saleh

» A Muslim housekeeper, Maryam, was instructed to take care
of her autistic employer on Christmas Eve. Between them is a
wall of socio-cultural and religious differences, as well as phys-
ical limitations.

IR DIt A1
The Fox Exploits The Tiger’s Might

2015 | 25 min. | Digital

IR

(B8] LyF— - 72705

> EEEERICE DT Ty REBRINIAEEHTTHEADKEIC
BolT7ty, BEREMOHIHATHZERIC. ZAOSFIEICER
HTW, [RTLX] % [KBEK>T] DILyF— - JRTVT1DE
BORER. hoX%IELe. ZLOMERT RSN,
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[Director] Lucky Kuswandi

» David is the big-shot, boastful son of a high-ranking officer,
while Aseng's family is an ethnic minority, a tobacco merchant
who sells bootleg liquor. In the awkward social setting of a
sleepy small town with a military base, they discover their sex-
uality and the relation between power and sex.

Hi4E:

Prenj ak (In The Year of Monkey)
2016 | 12 min. | Digital

[BEE] LAHR - NXFTT%

> THENBEIIR Y FOXEES>TRBZRELE/NEZHRCEWVD, 80 F
KOS ERIINFITIarIvALITITHONTWEEREEDH LI,
EZ6%HEAIIBL. BRELIZER. U XMFFREMT Leica Cine
Discovery %= E L1,

[Director] Wregas Bhanuteja

» Taking Jarwo to the warehouse during lunchbreak, Diah tells
him that she needs some quick money and suggests him to
purchase a single match for 10,000 rupiahs from her. With this,
Diah offers Jarwo a peek at her genitals.

2T
On the Origin of Fear
2016 | 12 min. | Digital

[BE8] N2 - 7Un>bO - 74LEY
> HXSIVELTERLTW AL - YNV RO - TALEVDERT
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Ea—fF, —ADBHNFEFET, BHITIELSNDELZELDITS,
PHT, BIIREEDEHERRICAY, BROEBZFORIT, T
V4 T ERRBREISR A ) T 1 B FI TR,

[Director] Bayu Prihantoro Filemon

» Overdubbing the roles of both torturer and victim in one of
Indonesia’s most contentious movies, Darto becomes the one-
man embodiment of an era’s worst cruelties and sufferings.

AEYY
Memoria
2016 | 35 min. | Digital

(B8] H3I5 - TrT1=

> BT E— VMBSO ERICENRITEZII]YT, —A. B
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IEEZE DD RN DT >T1 —BEBRH{F.

[Director] Kamila Andini

» Having been a victim of sexual assault during the Timor-Leste
civil war, a mother seeks to lose the memory of this trauma.
On the other hand, her daughter tries to secure her well-being
under the form of marriage. A story told through the eyes of a
mother and daughter, it questions what freedoms can be and
means for women.
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Katinka van Heeren, “Histories, Heroes, and Monumental Frame-

works,” Contemporary Indonesian Film: Spirits of Reform and Ghosts from
the Past, Leiden: KITLV Press, 2012, pp. 81-105.

—Yvonne Michalik, “Indonesian Women Filmmakers from the Early
Beginnings until the Present Day,” Michalik ed., Indonesian Women
Filmmakers, Berlin: regiospectra Verlag, 2013, pp. 15-27.
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— The Beginning

The history of Indonesian film began not at the hands of
the Indonesians, but by film projectionists who came from
Europe and the United States. Records show that the first
screenings of imported films were already held in 1900 when
Indonesia was part of the Dutch East Indies.

The very first film produced domestically was in 1926.
Dutchman L. Heuveldorp and German G. Krugel produced
Loetoeng Kasaroeng (The Enchanted Monkey) based on a West
Javanese legend. It was screened in Bandung on New Year’s
Eve, 1926. In 1928, the Wong Brothers arrived from Shang-
hai to establish a film company, and soon they were actively

engaged in film production.

— Prosperity in Indonesian Film

In 1929, the first talking pictures (commonly known
as talkies) to be screened in Indonesia were Fox Movietone
Follies of 1929 (1929) by David Butler, and 7he Rainbow
Man (1929) by Fred C. Newmeyer. The first to be produced
in Indonesia was Boenga Roos dari Tjikembang (Rose from
Cikembang) by Teh Teng Chun in 1931. However, the pop-
ularization of talkies was slow, and, even by the end of the
1930s, only a few venues were equipped with the means to
screen them.

The 1930s and 1940s were the golden age for the Indo-
nesian film industry. Zerang Boelan (Full Moon, 1937),
produced by Albert Balink whose parents were Dutch
and Indonesian respectively, was a hit, spurring numerous
other prospective filmmakers to start their own production
companies. Consequently, this shifted movie-going from a
mere lower-class pastime to an object of interest among the
intelligentsia. During this time, filmmakers strove to elevate
their artistic qualities through a process of trial-and-error, as
exemplified by Marah Roesli’s Sizi Noerbaja (1941), a film

based on the 1922 novel of the same name.

— The Japanese Occupation Era

From 1942 to 1945, the Japanese replaced the Dutch in
occupying Indonesia, and all film companies were forced to
close. During the Japanese Occupation, short documentaries
(senbu eiga literally translated as “pacification films”) were
produced in volume by directors such as Ishimoto Tokichi of
Nippon Eigasha (Japan Film Company) to be used as propa-
ganda throughout the region. The only feature-length film
made during this period was Kurata Fumindo’s Berdjoang

(Hope of the South).

— Post-World War Il
Upon the conclusion of World War II, Dutch interests

resumed filmmaking. Following the Dutch-Indonesian Con-



flict, Indonesia gained independence from the Netherlands
in 1949 after which the film company Perfini (Perusahaan
Film Nasional Indonesia or Indonesian National Film Com-
pany) was established by Usmar Ismail which was the first
film company indigenous to Indonesia and which set out to
produce films that pursued the identity of Indonesians. Its
first project, Darah dan Doa (The Long March) was released
in 1950. Another studio, Persari (Perseroan Artis Indonesia or
Indonesian Artists Corporation) was established by produc-
er Djamaluddin Malik, and it was these 2 companies that
focused mainly on commercial film productions.

Furthermore, director Dr. Huyung (also known as Heo
Yeong and Hinatsu Eitaro) who had been filming in the
Korean Peninsula, Japan, and Indonesia remained in Indo-
nesia following the war, and filmed Anzara Bumi dan Langit
(Between Sky and Earth, 1950). He and Usmar are recog-
nized as the “Fathers of Indonesian film” for their contribu-
tions to the film world.

In the latter half of the 1940s, many films were import-
ed from Malaysia, the Philippines, India, and the United
States, and foreign films gained broad exposure through-
out the country. In the 1950s and 1960s, the pro-Soviet
president Sukarno abolished the parliamentary democratic
system and introduced the Demokrasi Terpimpin or “Guid-
ed Democracy” system, leading to the screening of many
propaganda films from the Soviet Union and China. At the
same time, foreign films which had been popular as enter-
tainment were restricted, and the number of films produced
in Indonesia began to drop. Directors such as Sjumandjaya
who had studied film in Moscow entered the world of Indo-

nesian film during this time.

— The Rise and Fall of the Soeharto Regime

On September 30, 1965, an abortive coup détar took
place that came to be known as the “September 30th Move-
ment.” Upon this incident, President Sukarno gave Major
General Socharto full authority to restore order which led
to a horrific massacre of those suspected of the coup détar
including party members and supporters of the Communist
Party of Indonesia (PKI) and the ethnic Chinese. On March
11, 1966, Socharto had consolidated power, detained Pres-
ident Sukarno, and was appointed acting President, which
marked the beginning of his authoritarian regime. Diverg-
ing from Sukarno’s government, he proposed pro-American
policies and set out to advance a “development dictatorship.”
Imported propaganda films were banned, and the number
of domestically-produced films began to gradually increase.

The 1970s saw the release of notable works from direc-
tors who had already been producing works in Indonesian

cinema. The aforementioned Sjumandjaya gained prom-

inence for Atheis (Atheist, 1974) which told of the resis-
tance movement during the Japanese Occupation, raising
his recognition as one of zbe leading directors of Indonesia.
Ranjang Pengantin (The Wedding Bed, 1973), directed by
Teguh Karya, brought together actress Christine Hakim and
actor Slamet Rahardjo Djarot pushing the handsome pair to
stardom. In 1977 alone, a record number of 124 films were
produced in Indonesia.

In the 1980s, Slamet Rahardjo debuted as a director,
winning high acclaim for Rembulan dan Matahari (A Time
to Mend, 1980) and Ponirah Terpidana (Ponirah is Convicted,
1983). He then shifted to producing bringing out works
such as Tjoer Nja' Dhien (1988) directed by his brother
Eros Djarot. B-level horror movies (such as those starring
Suzzanna, the “queen of horror”) and action films also
became very popular at this time as entertainment for the
masses. Censorship of imported films began to relax which
led to an influx of imported foreign films in the 1990s and
consequent decline for Indonesian film.

In 1998, demonstrations calling for the resignation of
President Socharto grew. On May 12, 4 college students
were killed by security forces which triggered a full-scale
riot in Jakarta, where over 1,000 people, mostly Chinese-
Indonesians, lost their lives. On May 21, President Socharto

resigned.

- From Democratization to the Present

After Socharto’s resignation, democratization progressed
rapidly, accelerating to press and media liberalization
throughout Indonesia. It goes without saying that this also
greatly influenced the Indonesian film industry. Five months
after the fall of Socharto, 4 rising filmmakers—producer
Mira Lesmana and directors Riri Riza, Nan Achnas, and
Rizal Mantovani—released Kuldesak, a hallmark work of the
Indonesia New Cinema movement consisting of a compila-
tion of 4 short films each starring young Indonesian actors.
These 4 filmmakers soon became key figures in Indonesian
film. Around the same time, films such as Garin Nugroho’s
Surat untuk Bidadari (Letter to an Angel, 1994) and Daun di
Atas Bantal (Leaf on a Pillow, 1998) were screened at inter-
national film festivals, gaining worldwide acclaim.

Domestic filmmaking dropped drastically to only 9 films
in the year 2000, but a new generation of directors includ-
ing Garin Nugroho’s eldest daughter Kamila Andini, Joko
Anwar, and Edwin have taken up the mantle of filmmaking
in Indonesia, gathering attention at film festivals around the
world. Indonesia is now one of the most prominent creators

of cinematic works in Southeast Asia.
(Compiled by Takasaki Ikuko)
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As an artistic and cultural product, films contain diversity
and an array of artistic innovations that are subjective.
Subjectivity generates both individual and collective apprecia-
tion which, in turn, stimulates the growth of limited scale cin-
emas such as arthouse cinemas, and alternative distribution
such as those via international film festivals. This limitation of
scale is often related to the limited commercial appeal of art-
house films compared to mass-market films. Hence, arthouse
and independent films are often considered as part of a niche
market. In Japan, these films are shown through a network
of mini theaters (arthouse cinemas). How about independent
films in Indonesia?

In 2016, the Indonesian film industry produced around
120 film titles, with 33% market share of local films, which
equals to more or less 20 million viewers or total admission.
The rest consists of imported films. The biggest box office
achieved by a local commercial remake was the comedy film
Warkop DKI Reborn: Jangkrik Boss! Part 1, managing to attract
6.8 million viewers. Conversely, Sizi (2014), an independent
drama about a female peyek jingking [snacks] seller which won
Best Film at the Indonesian Film Festival 2015 and numerous
international prizes, only managed to attract 12,000 view-
ers locally. This happens regularly to Indonesian drama with
international appeal. In fact, international achievement is opti-
mized as a marketing strategy for film promotion, domesti-
cally. Nevertheless, there are a number of independent films,
such as 9808: An Anthology of 10th Year Indonesian Reform
(2008), White Shoes & The Couples Company in Cikini (2016),
and Siz which (initially) never intended to enter commercial
cinema networks due to its sensitive content or lack of local
mass appeal. The small box office number also happens to 7iga
Dara (The Three Sisiters a.k.a. Three Maidens), a film that had
box office hit upon release in 1956, but its restored re-release
in cinemas in 2016 only managed to attract 32,000 viewers.

International recognition for the Indonesian film industry
is achieved through short films: Prenjak (In The Year of Mon-
key) won Best Film at the Critics Week at Cannes in 2016
and Maryam won Best Film at the Venice Orizzonti in 2014.
Furthermore, The Fox Exploits The Tigers Might was select-
ed for competition at the Critics Week at Cannes in 2015,
while On the Origin of Fear was selected for competition at
the Venice Orizzonti in 2016. While these achievements have
attracted audience and media curiosity in Indonesia as well as
screenings among independent film community throughout
the country, they remain outside major distribution channels
of mainstream cinemas.

There exist an inverted correlation between the number
of domestic viewers and international achievements of Indo-
nesian films. Data shows that Indonesian films winning inter-

national recognition usually fare poorly within the domestic

film market. On the other hand, major films successful in
the domestic film market are usually ignored by interna-
tional film festivals. Because most independent films do not
attract the domestic market and fare poorly at the national
box office list, distribution is limited to community screen-
ings. These differences of film tastes and levels of appreciation
are, without saying, closely related to both the subjectivities of
audiences and filmmakers.

However, in the Indonesian context, social and political
interference of limiting thematic contents is a major hindrance
for independent films. The diversity of themes available to
audiences is often hampered by censorship. Feature filmmakers
are often forced to make two different edits or versions—one
that caters to the personal intentions of the filmmaker and
the international film festival circuit, and another version that
would comply to guidelines set by the Indonesian Film Cen-
sorship Board (LSF)—a prerequisite if one intends to have his/
her film screened on the networks of public-regulated main-
stream cinemas. This is a major problem facing the Indonesian
independent film scene given the lack of alternative arthouse
cinemas. Despite the emergence of arthouse cinemas such as
kineforum (2006), Kinosaurus (2015), and Cinespace (2016),
there is litte support from both the government and private
sectors. This condition is mainly caused due to the lack of
information and knowledge dissemination regarding the pecu-
liar conditions of the film industry.

This lack of infrastructure is a major impediment to
the growth of the independent film scene in Indonesia. The
unsustainable and haphazard existence of independent film
exhibition infrastructures has limited and stifled the audience’s
exposure and appreciation of thematic diversity in films, and
has also posed problems for the sustainability of independent
film production in terms of outlets. The haphazard existence
of international film festivals in Indonesia has also contribut-
ed to the minimal exposure of audiences to a wide range of
themes and issues. The future of the Indonesian independent
film scene is dependent on the continuity of a minimal “floor
of consumption” for public exposure, which only a sustain-
able network of exhibition spaces could guarantee. To foster
film diversity is to foster cultural diversity.

XLRY « #77)7 | Meiske Taurisia

Wl 70 72— —o T4 CEE [ RCT O EHDT4] (2008),
(B> oOFEANH—F] (2012), Hi7 - Tr74 =i [747
FRROHT] (2015) WERRE EWa~—2 [F/FI12]
2015 4F 12 HicA =72 L, BEHGT 9 b7+ —24 [ALy 5747 ] %L
TR LR L 2 T LT 5o

Film Producer. Meiske Taurisia produced Edwin’s Blind Pig Who Wants
to Fly (2008), Postcards from the Zoo (2012), Kamila Andini’s Following
Diana (2015) among others. She opened Kinosaurus, a “micro-cinema”

in Jakarta in 2015, and organizes various screening events through her

distribution platform, Kolektif.
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An Awakening of the Local Capital: Notes on the Current Stage of
Film Preservation and Restoration in Indonesia
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n November 2006 when I made my first Indonesian clas-
Isical cinema program for kineforum, film restoration was
something almost unheard of and only a few examples like
Fritz Lang’s Metropolis were seen in the country through
events of foreign cultural centers in Jakarta. What I expe-
rience today in Indonesia is certainly miles away, especially
since new players from the private sector are taking part.

The occasion of writing this introductory note allows
me to trace the development of film preservation and res-
toration in the last decade. I will illustrate in this article
that there has been a rapid change for the better, especially
during the past five years, although there is an enormous
room for improvement particularly in the material preserva-
tion sector.

Since this is only a very short article, I would by no
means be able to chronicle everything that has happened.
Yet, I believe that what I have observed during this time
provides a good snapshot of the current dynamics.

Film preservation has previously been the affairs of state
institutions. Until the 1970s hardly anything had been done
to preserve privately produced films since there was hard-
ly any recognition of their value. The Sinematek Indonesia
founded by filmmaker Mr. Misbach Jusa Biran in 1975 was
the first to gather film reels and related objects. This body
of collection is probably the finest reflection of Indonesian
films made between the 1930s and 1980s, especially for
fiction. At the moment, the collection is not in very good
shape but the management of this archive is currently receiv-
ing technical support for digital preservation from another
private foundation called Indonesian Film Center, which is
jointly funded by international donor agencies and Indone-
sian private enterprises. This priceless collection is home to
the restoration projects of the original negatives of Usmar
Ismail’s Lewat Djam Malam (After the Curfew, 1954) and
Tiga Dara (The Three Sisters a.k.a. Three Maidens, 1956).

The two restoration projects reflect very different con-
stellations in terms of funding sources. The Lewar Djam
Malam restoration project (2010-2012) was entirely fund-
ed by donors from abroad, namely the National Museum
of Singapore and the World Cinema Foundation. The film
is an excellent example of the apex of Indonesia’s filmmak-
ing talents in the 1950s, being the joint creative effort of
director Usmar Ismail and writer Asrul Sani. The result
was premiered at the Cannes Classics 2012 program and it
generated much publicity in Indonesia. A cinema re-release
roadshow project which followed took the film to approxi-
mately 5,000 audiences nationwide.

The restoration of Lewar Djam Malam provoked an
interest in restoring old films and showing them again. Right

after this project, another one ensued. The Tiga Dara resto-

ration project (2014-2016) was entirely funded as a com-
mercial endeavor by a local production company, SA Films.
Differently to Lewat Djam Malam which was a film on the
bitterness that remains in the post-war situation, this film is
a light-weight musical comedy about the love story of three
sisters. It had overwhelming commercial success throughout
the latter half of the 1950s and left a long-lasting legacy of
popular songs. The same appeal reached the audience when
the film was re-released in cinemas and it had over 30,000
cinema admissions.

Parallel to this project, a paid channel entirely dedicat-
ed to showing restored Indonesian films called FlikTV was
launched in Jakarta. The channel has its own genre film col-
lection and a restoration laboratory and has been restoring
about 200 titles since its inception. Pay TV in Indonesia is
enjoying relatively good growth, albeit rather slow compared
to the neighboring countries.

Compared to the sector’s landscape 10 years ago, there is
clearly a positive dynamics for film restoration in Indonesia.
The growing economic interest in old films could certainly
lead to better safe keeping. Compared to the commercial
sector, the not-for-profit scene is not showing much growth
yet. However, it seems to generate more interest from artists
and filmmakers who are starting to explore archival footage
and analog filmmaking technologies as sources of creative
production. The surge of these new interests is currently

providing a good ground for growth inside of the country.
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Film Archivist and Restoration Consultant, based in Jakarta. Lisabona
Rahman served as the film screenings programmer for the kineforum
Jakarta Arts Council from 2006 to 2011, organizing screenings of
archive films. Since 2008, she joined, as co-editor, www.filmindonesia.
or.id, an online database consisting of Indonesian films throughout all
ages, founded by film critic JB Kristanto. Between 2011 and 2016, she
studied film preservation at the University of Amsterdam, the Nether-
lands, and worked at CImmagine Ritrovata Film Restoration & Con-

servation Laboratory in Bologna, Italy.
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The Latest on Arthouse Cinemas in Jakarta

AL FALTOEEY v HL 2 OBHE OIS L, 24~ 21 *P7“‘)v'7 ARY IR o ARALT Ly IA (S A4AaY) BEFTHA. b5 T—

MREDHONA L =L TR —PT— bPAR=AB WO RTEL, WT4E,
REWIL LD 2R T 5o

WP T Fa—F =0 o TH =T Lz A—2bd b, 2T,

In Jakarta, the capital of Indonesia, cinema complexes such as CinemaXXI, BLITZ, and Cinemax continue to dominate movie theaters. However,

several arthouse cinemas and alternative spaces that screen art films also exist scattered throughout the city, some recently founded by filmmakers

such as producers and directors. Here, we will introduce a few that represent these spaces.

» FA47+—7 24 | kineforum
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An arthouse cinema dedicated to screening art films including
the classics. Screenings are held every day except Tuesdays.

LYK%

Located inside Taman Ismail Marzuki (TIM or sometimes called
the Jakarta Arts Center in English), adjacent to establishments
such as the Jakarta Institute of Arts (IKJ), the Jakarta Planetar-
ium, the Graha Bhakti Budaya theater where the White Shoes
& The Couples Company had their concert, and CinemaXXI, the
largest cinema complex in Indonesia.
http://kineforum.org/web/
https://www.facebook.com/kineforum

Taman Ismail Marzuki, JI. Cikini Raya No.73, Cikini, Menteng,
Jakarta Pusat 10330
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A “micro-cinema” founded by film producer Meiske Taurisia,
film director Edwin, and friends. During her research in Japan in
2013, she was fascinated by their mini theaters. Since its open-
ing in December, 2015, it has held screenings of art films on the

weekends. Housed in the back of Aksara bookstore, Kinosaurus
is also a cafée equipped with a dark room for developing films.
Located in the Kemang area where other stylish cafes and fash-
jonable stores line the streets.
http://www.kinosaurusjakarta.com/
https://www.facebook.com/kinosaurusjakarta/

JI. Kemang Raya No.8B, Bangka, Jakarta Selatan 12730
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An arthouse cinema founded by Nia Dinata who directed /ni
Kisah Tiga Dara (Three Sassy Sisters, 2016) and opened in July,
2016. Deals primarily with screenings of art films. Admission
is free, however suggested donations are welcomed. Works
in collaboration with a neighboring university, the Multimedia
Nusantara University which offers courses on film and tele-
vision. Located in Serpong, in the west of Jakarta, which has
recently undergone significant urban development.

https://www.facebook.com/TheCineSpace/
Scientia Square Park, Blok GV-01, JI. Scientia Boulevard Gading
Serpong, Tangerang Banten 15810

» NEY A 28 | Paviliun 28
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A restaurant and café that also functions as an art space with
a small movie theater, frequently holding live music concerts.
Located in the south of Kebayoran Baru, near Gandaria where
there are many cafés and shops attracting youths.

https://www.facebook.com/paviliun28/
JI. Petogogan 1 No.25, Kebayoran Baru, Jakarta Selatan 12140
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The first film archive in Southeast Asia established in 1975 by
Misbach Jusa Biran. It is a non-profit organization that houses
many films and non-film materials including posters and scripts.
In honor of Usmar Ismail, the father of Indonesian films, it
has built the Usmar Ismail Hall and also founded the Usmar
Ismail Awards, an award for Indonesian filmmakers. Through
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its engagements, it continues to stimulate the country’s film

industry.

https://www.perfilman.perpusnas.go.id

Gedung Pusat Perfilman H. Usmar Ismail, JI. HR. Rasuna Said,
Kav.C-22, Kuningan, Jakarta Selatan 12940
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Filosofi Kopi, the coffee shop that appears in the film of
the same name, directed by Angga Dwimas Sasongko and
screened at “Colorful Indonesia” of the 29th TIFF, exists in real
life. After the film wrapped, the set was turned into a real cof-
fee shop. They also sell T-shirts, notebooks, and other goods
online. Located in Blok M which is famous for being Jakarta's
Little Tokyo.

http://filosofikopi.id/store/
JI. Melawai 6 No 8, Melawai, Kebayoran Baru, Jakarta Selatan
12160

- ) \ e
IRV ZZAVRKRIT AT
Taman Mini Indonesia |ndah

ERERREEDI YRR T TOMREBEEZREIZOWLT

[EIBE A I T, Japanese Film Festival (JFF) &9 KB HA
W 8% 2016 4F 11 Hlc > A~y 7 ATHIfle Zo(3s, WmiBe g4
KT, vhyH-v—25) =2 - THTI— (V) - YFEEFEED
HFWEANEKT =237/ 3hvHL), ARKIPEL (F¥a 4>
2y — - G SE /) P v AL R) | Jogja-NETPAC Asian Film Festival
(TOTBEES /) D3 ovhni) EedbfEl, NYF—L ([ERE
%%/ )N)) # Jogja Documentary Film Festival (N2> 41—k
W5/ Casovhng) ALK LT 4,

Recent Film/Moving Image Projects in Indonesia

by the Japan Foundation

The Japan Foundation organized the Japanese Film Festival (JFF) at
Cinemax in Jakarta in November, 2016. As a co-organizer, we worked
on the Makassar SEAscreen Academy led by Riri Riza which holds
workshops for young filmmakers, ARKIPEL (Jakarta International
Documentary and Experimental Film Festival), the Jogja-NETPAC
Asian Film Festival, among others. Furthermore, we have also provided
funding for the BALINALE (Bali International Film Festival), the Jogja

Documentary Film Festival and other events related to film.

QEAFBRRT / 9 L AHAS A > 2 — PUJI[HEA =)

(Compiled by Yui Rieko, The Japan Foundation, Jakarta, and Nishikawa Aki)
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Optional Identities: On Edwin
2)Z+7¥7F | Chris Fujiwara
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ﬁ n appealing and easily recognizable quality defines
the surface of Edwin’s films. This quality could be

described as the sense that the director calmly accepts all
things—comic, absurd, and horrible—seemingly without
making judgments among them, as if they were just appear-
ances in a dream, and as if everything that can possibly man-
ifest itself in his cinema could be taken as belonging to the
same condition of untarnishable innocence.

Beneath this blissful appearance of weightlessness and
consequencelessness, the films of Edwin are concerned with
trauma and loss. This concern announces itself from the
start of his early short film Kara, Anak Sebatang Pohon (Kara,
The Daughter of a Tree, 2005), when the girl of the title is
born in a rural hut moments before the violent death of her
mother. The young heroine, marked by this tragedy, pro-
ceeds on a mission of revenge that takes her from her lush
native surroundings to a modern city—a transition marked
by a cut from one rapidly spinning camera movement to
another. For Edwin and his child protagonist, any ostensible
progress of life—the growth of individuals or societies from
a primitive state to an advanced one—is merely a vertigi-
nous repetition, or a repetition of vertigo: there is no tran-
scendence of one form of life over another.

The theme of both Babi Buta Yang Ingin Terbang (Blind
Pig Who Wants to Fly, 2008) and Kebun Binatang (Post-
cards from the Zoo, 2012), Edwin’s two features to date, is
the optional nature of identity. The protagonists of Blind
Pig Who Wants to Fly all seck to be other than what they
are, notably the dentist who seeks to change his religion,
his nationality, and even his physiognomy. The heroine of
Posteards from the Zoo is defined by her surroundings: when
her surroundings change, from the zoo to the massage parlor
(a transition that repeats that of Kara, The Daughter of a
Tree), she herself changes, if only in acquiring a nostalgic and
alienated relationship to her own life. Similar questions are
asked in both these films, wittily, openly, and subversively in
Blind Pig Who Wants to Fly, and more lightly and implicitly
in Postcards from the Zoo. If cinema is the relationship and
discovery of patterns to which meaning always remains to
be assigned, the question “How to live?” means “What value
will we assign to our life, to identity? And for how long,
since all assignment of value is only provisional?”

The May 1998 riots in Indonesia, in which the coun-
try’s ethnic Chinese inhabitants were the main victims, are
present in Blind Pig Who Wants to Fly not as an event with
a single clear meaning, but as the space of a question whose
meaning is still to be assigned or dispersed. In one sequence
of the film, the lyrics of Stevie Wonder’s “I Just Called to Say
I Love You” (a refrain throughout the film) are placed incon-

gruously over footage of the riots. Do the lyrics interpret the

images, and therefore alter them, or is it vice versa? Perhaps
the entire film is nothing but a Freudian displacement from
the riots to Wonder’s song, which then assumes the posi-
tion of the central object of reinterpretations, from which all
questions of identity start.

The riots are also present as a source of trauma in
Edwin’s 2008 short film Trip to the Wound, although this
may be difficult to discern merely from watching the film,
without being aware of its context as part of an omnibus
work called 9808: An Anthology of 10th Year Indonesian
Reform. In Trip to the Wound, travel, while it provides the
context for a drifting meditation on narrative and identity,
is itself mysteriously context-less: the film takes place aboard
a bus that is moving from a geographic origin, and toward
a geographic destination, that are both unknown (though
a psychic destination, which is also implicitly an origin, is
designated by the title), and the very time of the journey
becomes dispersed over the course of the film, with some
scenes taking place at night, others in the daytime.

Another travel film, the medium-length Someones Wife
in the Boat of Someones Husband (2013), again reveals the
special tension between surface and depth that characterizes
Edwin’s films. The mysterious story (whose abstract is the
title of the film) that the heroine seeks to investigate does
not map onto or dominate the extremely slight narrative but
provides a kind of layer of possibility, indicating something
that the film might be about or that it might match up with
(or not). The question for everyone (the heroine, the young
man who becomes her companion in her explorations, the
director himself, and the audience) becomes, as it does in
Edwin’s other films, less one of regaining a lost paradise than
one of catching sight of the possibilities of life in a world of

narrative drift and sudden transformations.

JYZ « 725 | Chris Fujiwara
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Film Critic. Chris Fujiwara served as chief editor of Undercurrent, an
online magazine of the FIPRESCI (International Federation of Film
Critics) between 2006 and 2011, and, from 2012 to 2014, he was the
artistic director of the Edinburgh International Film Festival. Publica-
tons include jacques Tourneur: The Cinema of Nightfall (2001), The
World and Its Double: The Life and Work of Otto Preminger (2007), and
Jerry Lewis (2008).
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A Close Yet Distant 10 Years: Thoughts on 9808

FEIWMFE | Yuki Hidetake
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Contrary to its subtitle, “Anthology of the 10th Year of
the Indonesian Reform 2008,” the impression one has
of this work which consists of 10 short films is not that of
the breadth and depth of the transformations that occurred
in the country over the course of 10 years. Rather than a
temporal span, it is as if the years 1998 and 2008 are direct-
ly juxtaposed, completely bypassing the years in between.
This is even apparent in the title “9808,” which brings the
years together without so much as a hyphen or slash to sep-
arate the two, instead evoking their direct and immediate
connection.

For example, the first of the anthology, Anggun
Priambodo’s Where was I?, is composed of a series of snap-
shots accompanied by narrations by the subjects in the
photographs. As the verb tense “was” in the title suggests,
each narrative refers to “that point in time” in the past.
Sometimes, it is the story of how he witnessed the fall of
the Suharto regime, only to learn of his brother’s death the
same day. Another speaks of how he learned, in a country far
away from home, of the chaos that engulfed his hometown.
Each of these stories extracts particular moments in time.
However, as we are forced to see the snapshots, juxtaposed
randomly without any contextual continuation between
them, the sense of 10 years as a temporal duration becomes
lost to us. Of course, we understand it is a recollection of
events that occurred a decade ago. However, the sense of its
“length,” its temporality, is lost in the process of seeing this
short film. The viewer is left to wonder, “was it a long time
ago, or was it just the other day?”

A similar theme can be found in the following work,
The Unfinished One by Ucu Agustin. This short film fol-
lows the everyday life of a mother whose university-student
son, Wawan, was killed by the police 10 years ago during
a demonstration. Particularly poignant for the viewer must
be the sight of the cutlery and plates which the mother still
places at her son’s seat even after a decade of his passing. This
way, Wawan can come home any time with an empty stom-
ach, she explains; as if it were only yesterday that he didn’t
return. However, we then see how she has been fighting end-
lessly for justice, suing the government for the responsibility
of her son’s death; a long fight as if his death was of the
distant past.

It could be said that the particular temporal dissonance
experienced by the viewer especially from these 2 works is
because they draw upon the deaths of loved ones. For those
involved, such events cannot be formulated within the ratio-
nal scale of time. Consistent throughout all 10 works, how-
ever, is how “May 1998” itself, which constitutes each of the
film’s bases, exists as a moment in history that embodies a

confusion of this temporal distance; a distance which refuses

a singular or coherent perspective of time. In fact, it is dif-
ficult to determine what exactly the incident in May 1998
is for the film as a whole. It can be the fall of the military
regime and budding of democracy, but also the birth of a
riotous or violent public as in Priambodo’s Where was I? Or
they can be economic crises and the processes in which they
shift into racial conflicts as seen in Ifa Isfansyah’s Huan Chen
Guang, Lucky Kuswandi’s A Lezter of Unprotected Memories,
and Ariani Darmawan’s Sugiharti Halim. And in the case of
some of the directors, it seems as if national turmoil over-
laps with the season of personal initiation—the journey of
adolescence, so to say—as in Otty Widasari’s Yesterday and
Wisnu Suryapratama’s Chronicles of a (former) Demonstrator.

It is far too simple to equate the film’s irreducibility
into a single perspective with the diverse backgrounds of
the filmmakers—some of whom are fiction writers, docu-
mentarians, and even musicians. Likewise, it is not enough
to simply say that the interpretation of any given incident
depends on how you look at it. Rather, it may be that these
multiple incidents, each related to one another in some way,
can only be collectively labeled “May 1998” and the term(s)
to explain the “relations” remain indeterminable to us. Are
we to understand that the narrator’s brother died despite the
fall of the Suharto regime in Where was 172 Or in The Unfin-
ished One, are we to agree with the mother that democra-
cy was born due to her son’s death? Such questions remain
unanswered in this film where *98 and ’08 are juxtaposed,
unmediated.

In Edwin’s Trip to the Wound, we are told that “all wounds
have stories to tell.” Unless each story is told, the wounds,
seemingly inscribed equally onto each narrator, cannot be

unmasked. Without these kind of narration, the temporal

depths that are unique to each story remain unknown to us.

#&mBFE | Yuki Hidetake
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Film Critic. Yuki Hidetake was formerly the chief editor for Nobody, a
magazine on film criticism and he has also contributed essays to many

other magazines and journals.
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A Glorious Blossom: Indonesian Horror Movies

ABEAXE | Yomota Inuhiko
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I am delighted to speak about Indonesian horror movies
for such an occasion. I am an avid lover of Indonesian and
Thai horror movies and have been traveling there countless-
ly over the years to watch them, so I am overwhelmed by
this opportunity to share my collection with you and speak
a lictle about it. I have stayed in Indonesia several times.
In 2007, I spent some 3 months where I found a room in
an alley across the main street where Sinematek Indonesia
is located in Jakarta. From there, I frequented Sinematek
Indonesia day after day in the stifling heat. I also visited
Chinatown, extensively hunting for VCDs and DVDs that
I didn’t have.

I'd like to talk about these Indonesian films, particularly
the horror movies. In the case of Indonesia, I assume that
around one-third of their films are horror. Horror movies
have an advantage of being relatively inexpensive to produce
while still turning a profit, but I also think that for films of
this particular genre to be made, there needs to be a soci-
ety where monsters and ghosts roam about; a society where
apparitions, demons, and spirits of all kinds exist. India and
Thailand are such societies, and I'd say that Japan is too
where we have authors like Mizuki Shigeru.

Generally speaking, horror movies are not made in
socialist countries. The genre itself does not exist. There are
some recently in China, but in North Korea there most like-
ly aren’t any. There are no horror movies in Muslim societies
either. In Iran, for example, there is a genre of film called
“miraculous” movies which laud miracles of resurrections
from the dead, a merciful doing of Allah, for instance. But
they do not have movies where evil demons and spirits freely
infest the streets, causing a havoc. Why is this the case? It is
because these societies are each governed by transcendental
principles that form the bedrock on which order is main-
tained and/or imposed upon. In such environments, irra-

tional things such as monsters and ghosts are not permitted.

That is why, in my opinion, horror movies do not exist in

these societies.

However, there are exceptions: Indonesia. This coun-
try is an “Eden of horror movies,” together with Thailand,
and has the largest Muslim population in the world. More
than 200 million are followers of Islam which exceeds the
total in Arab countries: Islam does not equal Arab. Such ill-
informed thinking is easily overturned when you visit a
place like Indonesia. Why horror movies are so big in this

particular country is something we will touch upon later.

Probably the oldest Indonesian film currently in existence is
Koeda Sembrani (Flying Horse). Produced in 1941, it is a film
made more than 10 years after the Dutch began filmmaking
in Indonesia during the mid-1920s. Only fragments remain
so I cannot be certain, but it is imagined that it is likely an
adaptation of One Thousand and One Nights. From what is
left of the film, we see a princess, who has had an illicit love
affair, wanting to leave the royal palace, so she climbs onto
a magical wooden horse and flies away into the sky. There
are many traveling entertainers and public theater troupes in
Indonesia, so perhaps one of their performances was adapted
into the film. It’s a magical, beautiful film; really lovely, a lit-
tle like Georges Méli¢s. I'd like to know the rest of the story,
but sadly I am told it’s been lost.

There were no films made during the war. In the 1950s,
Heo Yeong, who also directed films during the Japanese
colonial rule, made a melodrama under the pseudonym Dr.
Huyung. It was around this time in Indonesia when the film
industry began to rapidly take shape as a form of mass enter-
tainment, and later, in the 1970s, horror movies began being
produced on a full scale. Although, I must mention a film
called Kuntilanak was filmed in 1961, but it has since been
lost and can no longer be viewed. In 1971, a film considered
a historic masterpiece called Beranak Dalam Kubur (Birth in
the Tomb) was directed by Awaludin and Ali Shahab. It too

has been lost, but the immense popularity of this film is con-
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sidered to be what ignited the emergence of horror movies as
a genre.

The story goes something like this. It starts with a scene
where a female medium, or psychic, mixes a deadly poison
and kills her mother. The poison also lands on her young-
er sister’s face which burns her flesh and turns her into a
ghastly-looking woman. The medium, assuming her sister
is dead, buries her in a tomb. However, the sister secretly
gives birth to a child who crawls out of the earth to the sur-
face and is taken in by a maid-servant. When the sister also
frees herself from the tomb, she pretends to be a ghost and
roams the village seeking revenge. With her face so hideously
burned, she easily disguises herself and sets about scaring
her sister and the villagers. Around that time, the sister’s
husband, who returns from overseas, calms down the chaos
which leads to a happy ending. The story is quite absurd,
but at any rate, it was apparently a huge hit.

Children born from a dead mother in the ground is a
universal theme in East Asia. Take, for instance, Kitaro of
the Graveyard (GeGeGe no Kitaro) by Mizuki Shigeru whose
name I mentioned earlier. After the surviving couple of a
ghost family dies and is buried in a tomb, their son emerges
from underground. This is Kitaro. The body of his father,

who was a mummy, has rotted away leaving only his one eye-

W)
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ball: he becomes known as Medama-oyaji [Eyeball Father].
Stories of babies being born from inside the ground can
also be seen, looking farther back in time, in India’s Jaraka
and Japan’s Shintoshu. Princess Sita in the Ramayana, for
instance, was supposedly born from underground. Myth-
ologically-speaking, children born this way are superior in
some way and grow to become heroes or heroines. Thus,
Birth in the Tomb may also be predicated on this kind of
archaic collective memory.

After films of this kind were produced, horror mov-
ies came to be made at a rapid pace in Indonesia as well.
One example is Si Manis Jembatan Ancol (The Sweet Girl ar
Ancol Bridge, 1973). A beautiful girl named Mariam is killed
during a robbery and her body is dumped in a river, after
which she becomes a ghost and, every full moon, appears as
the god of the river. There was apparently such a legend in
the ancient kingdom of Batavia, and the local theater troupe
made it into a theatrical performance, drawing a large crowd.
It was so popular that it was made into the movie. In Indo-
nesian horror movies, the relationships between water and
women and among rivers, bridges, and women is repeatedly
depicted.

From around the mid-1970s, these kinds of horror mov-

ies came to be known as “guna-guna cinema.” The Indone-
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sian word guna-guna means “curse,” and the origin of such
a term was Guna-guna Istri Muda (A Young Wifes Witchceraft)
filmed in 1977. The second wife curses the first wife with
an ominous, sexual spell involving intercourse, after which
a fierce battle takes place between the two women through
each of their relationship with the husband. This particular
movie was a hit, producing two more sequels and leading to

an ever more thriving success for horror movies.

The reason I spent some years, during the late 2000s, trav-
eling Malaysia, Indonesia, and Thailand and researching
horror movies is because I wanted to see one example of
how Hollywood and Asian movies differ. In action mov-
ies, it is customary for male Asian heroes—from Bruce Lee
to Takakura Ken—to keep women at arm’s length. But in
European and American movies, the action heroes are pas-
sionate and usually end up with their arms around women;
a happy ending. These differences are especially noticeable
in entertainment movies.

How about horror movies? In the case of Hollywood,
extraordinary, non-human creatures attack the United
States. Monstrous characters, such as King Kong and the
Gill-man from Creature from the Black Lagoon, are all very
masculine and are portrayed as coming from the outside to
the United States, targeting Caucasian women. So, to pro-
tect them from being taken away, the American men fight
to annihilate them with military means and scientific tech-
nologies. This is #he sequence for Hollywood’s horror and
monster movies. Meanwhile, in Asia—India is quite compli-
cated, so let’s say from Myanmar eastward—the protagonists
are women and, moreover, are those who have long belonged
to communities. The standard sequence in this case is for a
female community member to suffer a misfortune of some
kind—she either suffers a violent death, dies from a post-
partum infection, or is raped, killed, and is left to die—and,
when she passes away, she becomes a ghost. Returning to the
community to which she once belonged, she seeks revenge
on the men, using her supernatural powers.

Although this does not necessarily apply to Japanese film,
in the case of Asia, what is also important is the appearance
of a religious, transcendental figure or a figure of authori-
ty towards the end of the film. A high priest or a virtuous
elder, for instance, confronts the female ghost or monster
and commands them to return to the land of the dead and
to not meddle with the world of the living, at which point
the female monster leaves. In other words, the monster’s act
of vengeance is resolved peacefully without bloodshed.

So as you can see, monsters in the narrative imaginations

in Hollywood and in East and South Asia differ, fundamen-
tally. My guess was that this difference may be more distinct
in countries like Thailand and Indonesia, so I went there
to investigate and it turned out to be true. I compiled this
research into a book titled Kaiki eiga tengoku Ajia (The Asian
Eden of Horror Movies, Hakusuisha, 2009).

Another difference worth mentioning is, in the case of
Hollywood, horror movies consist solely of “horror” and
under no circumstances would jokes or comedic elements
appear. Meanwhile, in Indonesia, Thailand, and Hong
Kong, what is meant to be a horror movie is actually a com-
posite of many elements; their supposed “horror” movies are
overlaid with aspects of melodrama, action, or comedy with
the appearance of a comedy trio, for example. The Holly-
wood classifications of film such as comedy, action, and the
like do not apply to these films produced in Asia. We often
see Hollywood films as the norm, but we need to become
aware that these so-called norms apply to only a small frac-
tion of the world of film.

Incidentally, Japan’s “J-horror” category is another thing
entirely. Thai and Indonesian movies are strongly influenced
by J-horror in their use of sound and pauses, for example.
Nevertheless, J-horror still slightly deviates from the Asian
conventions mentioned earlier. This is an interesting issue

that will need to be further analyzed.

I think it’s about time to have the Queen of horror movies,
Suzzanna, make an appearance. The actress Suzzanna was
particularly active from the end of the 1970s through the
1980s. She had appeared in the 1971 Birth in the Tomb as
well, but she caught a break and became all the rage after
appearing in Lembah Duka (Valley of Sorrow) in 1981.
Suzzanna diverted from the virtuous wives she had played
until then into the temptress of horror, mesmerizing and ter-
rifying viewers with her unique, mysterious gaze. She unfor-
tunately passed away in 2008, and I deeply regret never hav-
ing the chance to meet her.

I will introduce to you the 1988 movie, Santet (Witch-
crafi), set in a fishing village in West Java. To briefly explain
the plot: the village leader, Bisman, kills his wife whom he
despises and blames the crime on Sarma, a religiously devout
man living in the neighborhood. With his eye set on Katemi,
Sarma’s wife, and brainwashing the villagers, Bisman maneu-
vers a raid onto Sarma’s home. It is this character, Katemi,
whom Suzzanna portrays. Beautiful and devout, Katemi’s
virtues lead Bisman to attack her, and, as she runs away deep
into the forest in the middle of the night, she encounters

Nyi Angker, a monstrous creature resembling a mermaid
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in the swamp. Seeking revenge, Katemi undergoes spiritual
training with Nyi Angker to become a witch, going so far
as stealing and eating the placenta of a woman who has just
given birth, and entering crocodile-infested waters, naked.
As she accumulates such training, Katemi ascends the ranks
as a qualified witch and finally sets about taking revenge on
the villagers, beating up the bullies who, showing their true
nature, turn into beast and go up in flames. At that point,
Achmad, the son of the village leader who studied in a Mus-
lim academy, returns; essentially, he is the well-respected,
virtuous young man. Achmad chants words from the Koran
to give Katemi her last words. However, Katemi’s guardian
and mentor, Nyi Angker, does not stand down and the story
leads to a battle between her and Achmad.

Now, despite Indonesia’s largest Muslim population, in
the ancient times it was not a Muslim country. Likewise,
in Japan, there was originally Shintoism with its myriads of
gods, and the new ideology of Buddhism came from outside
the island to overlap with Shintoism. In the same way, not
only in Indonesia but also in Thailand and Laos, Buddhism
and Islam did not originally exist in each country. Buddhism
and Islam, in that sense, can be considered the world’s old-
est forms of globalization. In the case of Indonesia, there
are many ethnic groups and cultures, each with their own
indigenous faiths and/or animist religions. We could say
that Islam was grafted on top of these ancient religions and
objects of worship.

What was incorporated when horror movies were being
“mass produced” in Indonesia was the ancient Javan mythol-
ogy of the visiting gods of the spiritual realm, specifically the
goddess who emerges from the ocean. In East Asia, includ-
ing in Japan, in Okinawa, and in Taiwan, the myth of the sea
goddess is common, and its Javan counterpart is the goddess
Roro Kidul. Successive kings of Javan kingdoms were said to
be enthroned symbolically married to this goddess. The film
Perkawinan Nyi Blorong (Nyi Blorong’s Wedding) which is far
more bizarre than Santet stars Suzzanna where the narrative
unfolds into a huge spectacle involving flying in the vastness
of the sky. This film, too, is based on the myth of Roro Kidul
and her daughter, Nyi Blorong,.

Nyi Angker, the witch who appears in Santer most likely
derives from archaic folklores such as the one above. On the
other hand, Achmad, the male intellectual character, rep-
resents the new ideology of Islam: for him, a witch like Nyi
Angker is an enemy because it is by denying the ancient reli-
gion that the new religion can overlap it. The thick density
and layering of religion is infused with conflict, a structural
plot which constitutes this story. In other words, it could
even be said that, despite being an Muslim society, the rea-

son behind Indonesia’s productive output of horror movies
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is precisely the presence of these ancient folk cultures and
belief systems prior to the arrival of Islam. Monstrous crea-
tures and ghosts existed in folklore, penetrated into popular
entertainment, on top of which Islam arrived. It is this par-
ticular dual structure that allows horror movies possible in

this country.

Indonesia, as a country, is overwhelming in both its scale
and diversity. Franki Raden, a composer friend of mine, said
the figures he admires are Takahashi Yuji, Koizumi Fumio,
and, in particular without a doubt, Terayama Shuji. The
performance he directed was similar to Terayama’s Jidai
wa sakasu no zo ni notte (Our Age Comes Riding on a Circus
Elephant), and 1 thought, “Ah, here is another disciple of
Terayama.” According to Raden, Indonesia has everything.
From the postmodern world of Nishi-Shinjuku to the early
inhabitants of the Stone Age, from the islets untouched by
man to the skyscrapers of Jakarta, present-day Indonesia is
infused with every stage led by humanity throughout his-
tory. I think that kind of diversity can also be seen in their
movies; composed of many different ethnic groups—Aceh
having films in their own Aceh language, for instance—cul-
tural diversity is simply in their nature and they have the
Indonesian language as a common language.

Horror movies blossomed in Southeast Asia; today, I
shared with you just a fragment of their flourishing. But it is
difficult for these movies, including those from other Asian
countries, to cross borders and reach us here in Japan. Thus,
there are few opportunities to see them. And this is really
a pity. In fact, a large part still remains unknown without
familiarizing ourselves with Indonesia’s folklore, religions,
and social systems. To be honest, I am still unsure of how
deep I have understood it all. But, I am simply overwhelmed
by their magnificence, and it has been a pleasure to intro-

duce them to you today.

*This article is the edited version of “Indonesian Horror Queen
Suzzanna,” presented at the Tokyo International Film Festival Joint
Project with Crosscut Asia, held on November 11, 2016, at the Athenee

Francais Cultural Center.

Yomota Inuhiko

Comparative Literature and Film Historian. Yomota Inuhiko is a prolif-
ic writer with over 140 publications including those on Asian film.
These include Ajia eiga (Asian Film, editor, Sakuhinsha, 2003), Ajia
eiga no taishuteki sozoryoku (Public Imagination in Asian Cinema,
Seidosha, 2003), and Kaiki eiga tengoku Ajia (The Asian Eden of Horror
Movies, Hakusuisha, 2009).



@Ff%x:)lbgﬁl

BIZTBUEAEBRRRES (v \vT77or7—>3aY) & £t
FENRIBENICEBRXERREEERET 5HATH—DEF
HRITY,

7Ty —(3 2014 F 4 BICERESN., ASEAN EEZHLE LT
TITDAREDBAADRFEEERN - XELTWET, BEAFE
BEH. = - Xb. ZR=—v, TREM. ANRRESLISEILD T
TORBPHBEZELT, PITICEHICEZIHMAL LTOHERRHE
EDNEHEBOILZBELTVLET,

Y7t %— The Japan Foundation Asia Center

The Japan Foundation is Japan's principal independent admin-
istrative institution dedicated to carrying out cultural exchange
initiatives throughout the world.

The Asia Center, established in April 2014, is a division within the
Foundation that conducts and supports collaborative initiatives
with its Asian—primarily ASEAN—counterparts. Through interact-
ing and working together in Japanese-language education, arts
and culture, sports, and grassroots and intellectual exchange, the
Asia Center pursues to develop the sense of kinship and coexis-
tence as neighboring inhabitants of Asia.
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The Japan Foundation Asia Center and the Tokyo International
Film Festival (TIFF) will conduct Film Culture Exchange Projects
between Japan and other Asian countries until 2020. The project
aims to deepen understanding among Asian countries through
films and build a future-oriented network in the region.
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The Japan Foundation Asia Center offers grants for projects in people-to-people exchanges and collaborative
initiatives by specialists. For more information, please visit our homepage.

ERRRERT7S 77— The Japan Foundation Asia Center

Homepage: http://ifac.jp njfasiacenter W @jfasiacenter

T 160-0004 HE#BHEXEA 4-16-3 4-16-3 Yotsuya, Shinjuku-ku, Tokyo 160-0004

Tel: +81-(0)3-56369-6025 Email: acinfo@jpf.go.jp
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